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1ABSTRACT
This research examines transformative learning theory’s impact for fashion education. 
Through a study of current learning and teaching practices employed by educators with-
in the field of fashion education for sustainability, this research finds that transformative 
teaching strategies can contribute to the effectiveness of students’ understanding of sustain-
able fashion. Additionally, this research illustrates how promoting the use of these learning 
and teaching methods will support opportunities for students to grow through critical re-
flection and collaboration, with an emphasis on participation and collective inquiry; strate-
gies supported through a mutual and dynamic learning environment. 
The fashion and textile industries provide work to one in six people globally (Morgan, 2015). 
Considering the fashion industry’s global influence, this field has become a popular career 
choice for many young graduates ( Jenkyn-Jones, 2011). According to Jenkyn-Jones fashion 
design is one of the “most oversubscribed fields in higher education” (2011, p. 6). In light of 
this growth in popularity, fashion institutions are left to manage student preconceptions 
of the fashion industry; at times these are uninitiated ideas propagated by fashion media 
and brands who promote the notion of the celebrity fashion designer, working in isolation, 
relatively free of social responsibility ( Jenkyn-Jones, 2015; Edelkoort, 2014). 
In contrast to these widely promoted ideas of how the fashion industry operates, a fashion 
education aims to develop the skills required of a student in order to gain employment 
in the industry, both present and future, and in doing so, highlight the diverse functions 
and applications of fashion design practices. In addition to these skills, a fashion education 
is also an ideal environment to engage with specific learning and teaching strategies that 
will help facilitate student discussion and learning of issues associated with the influential 
choices fashion designers make, and how these choices impact our local and global com-
munities. 
Through this research, it has become evident that neither education theory (transformative 
learning theory) nor design theory (studio practice) has given adequate consideration to the 
advancement of appropriate learning and teaching methods to enable fashion to respond 
to the social and environmental challenges of the future. Literature on fashion education 
for sustainability is abundant, as is research exploring the application of transformative 
learning theory in disciplines outside of fashion. What is yet to be addressed through cur-
rent literature are the distinct needs, as well as issues, arguing for the advancement and 
development of learning and teaching practice specific to fashion design education. This 
research contributes to a greater understanding of contemporary education practice with-
in fashion design through an analysis of discipline-specific application of transformative 
learning theory to fashion pedagogy.
2An analysis of current literature indicates that transformative learning theory appears to 
be the main driver for change when delivering content regarding sustainability at a tertiary 
level within similar design disciplines such as architectural education. Data gathered from 
multiple methods for this research reveals a correlation between best teaching practice for 
education for sustainability and transformative teaching strategies.
The literature review is organized into four areas of inquiry: sustainability, fashion design 
and the nature of change; the evolving forms of fashion design education; the fashion edu-
cator and the future; and transformative learning theory in higher education. Additionally 
a review of a select number of international fashion programmes offering fashion educa-
tion for sustainability has been included. The research from this last section feeds into the 
development of a comparative study, from which key subsequent findings evolved. The 
aim of the comparative study was to identify existing trends in international pedagogical 
innovation and to establish a connection between these trends and transformative learning 
teaching practice in a tertiary fashion education setting. 
A number of different approaches have been taken to complete this research, these include: 
a literature review, a range of semi-structured interviews and online surveys, a comparative 
study of fashion design teaching methods, as well as the development of strategies for trans-
formative fashion teaching practice. In addition to identifying and analysing best-practice 
teaching for fashion sustainability, the findings of this research are geared towards equip-
ping students and educators alike with the tools to critically reflect upon, and work towards, 
ethical and responsive possibilities for transformation in their own fashion teaching and 
learning practices. 
The results from the semi-structured interviews and online surveys, combined with written 
reflection based on observation and literature research, formed the foundation for the com-
parative study of four leading international undergraduate fashion design courses. The key 
educators interviewed regarding their involvement in delivering these courses, are globally 
renowned for their contributions to sustainable fashion theory and practice, and thus are 
in a position to provide valuable insight from which comparative findings have been estab-
lished. A key discovery from this process identified that the learning and teaching methods 
employed by these educators reflected an approach to teaching that correlates with the ap-
plication of transformative learning theory. In addition, several students who participated 
in these courses took part in an anonymous online survey, from which an understanding of 
how these courses compared, in regard to student experience, was attained. 
The comparative study within this research demonstrated how integrating transformative 
learning theory and its associated teaching strategies with more common and traditional 
practices of fashion education, developed an environment that enabled student designers 
to critically reflect on sustainable methods for fashion design practice. This research seeks 
to ground this theoretical and practical ambition in the realities of fashion education prac-
tices and the systems of tertiary higher education institutions, while unpacking the possi-
bilities that lie in the adaption of the theory to fashion teaching practice, in preparation for 
a transformation of current realities. 
3KEYWORDS
Fashion design education, transformative learning 
theory, sustainability, education for transformation
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INTRODUCING THE RESEARCH
51.1 Introduction
Education is also a design process, with the student as the target. Education embeds 
new beliefs and normative strategies, and it enables one to expand competence to 
new areas. Education facilitates both problem solving and the ability to step into 
new domains arising from visions of the future (Ehrenfeld, 2013. p 25).
The rationale for transformation-through-learning
To transform ideas, to encourage or experience a shift in paradigm, requires the recog-
nition and reinterpretation of what has come before. As Dominique Hes and Andreanne 
Doyon (2016) note in their article ‘Thriving, not just surviving . . . ‘, “the key is to change our 
attitude to development and growth, to change the story of what success looks like and the 
model by which we arrange our communities. This requires a shift in thinking from tak-
ing away from our world, community, economy and environment to giving to it” (Doyon, 
2016, para. 4). This research discusses ideas of progress, innovation and the possibilities for 
transformation present in fashion education practice and learning, specifically in reference 
to the fashion educator’s role in enabling student designers to become critically aware of 
their place within the current fashion system. 
The concept of transformation-through-learning is key to this research, specifically within 
a fashion education context. This project highlights the extent to which learning, and teach-
ing methods play a role in shaping an emerging designer’s attitude towards their own fash-
ion practice, and consequently their ability to contribute to their local and global commu-
nity. Within this research, the term ‘emerging designer’ is used to refer to students enrolled 
in tertiary-level fashion design education programs. A fair assumption can and will be made 
for the purpose of this research, that the majority of students enrolled in an undergraduate 
fashion degree are aiming, at least while studying, to enter into the fashion industry in some 
form or another upon exiting their degree. In considering this aim, it is presumed that the 
fashion educator’s role is to consider the future of the fashion industry when developing 
curriculum in order to best equip their students with the relevant tools for fashion’s emerg-
ing future.
The fashion industry, Edelkoort (2014) claims in her ‘Anti-Fashion Manifesto’, celebrates the 
designer as an individual, working to attain celebrity in isolation. Such an industry encour-
ages emerging designers to remain independent in their pursuits, commonly identifying 
success with working in competition with other practitioners to produce goods targeted at 
consumer culture. The current state of the industry, it is also argued, has evolved under the 
narrative of ideas of ‘progress’ tied to growth through the increasing consumption of ma-
terial goods, “many of them shaped in garment form” (Fletcher & Tham, 2015, p. 18).  Fast 
fashion companies can produce up to 12 seasons per year (Anson, 2010 cited in Fletcher, 
2015), continuously refreshing and updating the availability of their stock. The high vol-
ume of garment production this fast fashion system demands adds pressure to companies 
locked in this cycle, resulting in a market of products made from inferior materials and 
construction, needing to be replaced at a faster rate. A pattern has emerged from this pro-
cess through which “consumerist fashion is locked into a cycle of self-justification” (Fletcher 
& Tham, 2015, p. 18). As a result, these cheap, poor-quality garments are often quickly dis-
carded, contributing to the prevailing global issue of textile waste management.
6However, there are signs that the industry is preparing for a paradigm shift, transitioning 
away from this current, unsustainable model of practice. In opposition to this fast pace, the 
slow fashion movement was established in a bid to embrace design values committed to a 
shift toward sustainability (Strauss & Fuad-Luke, 2008).1  This gradual evolution to a slower, 
more considered fashion system aids in establishing new roles for fashion designers. This 
research project reveals models for transformative fashion teaching practice which draw 
from available resources in order to educate students about the fashion industry’s current 
methods of practice, the potential for change, and the opportunity this change could gener-
ate for the future of fashion design practice.
Dilys Williams of London College of Fashion’s Centre for Sustainable Fashion notes that 
there is also a duty of care assigned to fashion educators “to ensure that what is being taught 
is mindful of the wider and current context of our lives” (Williams, 2016, Interview). Ac-
knowledging the current responsibilities that fall to the role of the fashion educator in a 
transforming industry, this research investigates ways in which these educators can enable 
their students to develop awareness of their potentially profligate practice and transform 
this awareness into practices that consider the extent of their impact. 
Only through a synthesis of existing literature on teaching practice strategies for creative 
industries (design education), fashion design methods ( Jones, 1992; Inns, 2008; Barthes, 
1990) and fashion theory (Sproles, 1974; Smelik & Rocamora, 2016) could  a foundation be 
established upon which this research project and its contribution to the literature has been 
developed. In addition to the writing on education and design practice and fashion theory 
and design, key works by Janet Hethorn, Connie Ulasewicz, Ann Thorpe, Alison Gwilt, Timo 
Rissanen, Anupama Pasricha, Stephen Sterling, Walter Stahel, Kate Fletcher, Steven Faerm, 
Lynda Grose and Dilys Williams have been instrumental in informing the research with 
regard to fashion education for sustainability. The views in these works have been sup-
ported by my own professional perspective as a practising fashion educator, as well as the 
perspectives of the fashion educators involved in the interview series conducted to support 
this research.
 Beyond Education for Sustainability
Undertaking an education for sustainability can be a difficult and overwhelming journey 
from the student perspective for a variety of reasons. Within a fashion context, learning 
about sustainability can feel limiting and laden with responsibility, burdened with facts and 
figures, and neither overly digestible nor optimistic. Learning about the darker, less glam-
orous side of fashion can be off-putting. Drawing from personal professional observations 
coupled with the survey responses gathered for this research, it is apparent that for students 
to feel engaged and optimistic about their place within the future of fashion, alternatives to 
current unsustainable methods of practice need to be presented as viable opportunities in 
order to transform the student mindset. 
Although introducing issues of sustainability through text-based materials is one way to en-
gage students, design education stems from coupling this type of information with creative 
and engaging examples of teaching practice and activities in order to help students absorb 
and respond positively to it. German architect and founder of the Bauhaus school, Walter 
Gropius, who in transforming the program for the Bauhaus2 promoted ‘a polarity’ of prac-
tice and theory, highlighted the importance of advocating an approach to design 
1. Discussion 
of Slow Fash-
ion practices 
can first be 
linked to a 
paper by de-
sign facilitator 
and  educator 
Alastair Fuad-
Luke in 2002.
2. The widely 
renowned 
Bauhaus art 
school is 
known for its 
originality 
and history 
in providing 
“a significant 
20th-century 
precedent 
for current 
schools of 
architecture 
focusing 
on learning 
through mak-
ing.” (Sieben-
brodt et al., 
2012. p11)
7education which incorporates both practical and theoretical instruction (Findeli, 2001, p. 
7). This point is supported by Paul Chan and Christine Räisänen in their paper ‘Imagining 
a Sustainable Future: Shaping Emergent Thinking by Reflecting Through Aesthetic Action’. 
Chan and Räisänen (2017) discuss the nature of knowledge on sustainable development 
within an educational context, claiming that we need to move beyond relying on text-based 
materials to educate students about sustainability, and experiment with alternative artefacts 
and strategies in the classroom. Chan and Räisänen (2017) believe that the emphasis should 
be on transformative education, wherein students “construct knowledge using their own 
experiences of the world juxtaposed with divergent points of view” (p. 5) facilitated  by the 
educator, resulting in the fusion of both practical and theoretical instruction as champi-
oned by Gropius.
81.2 Rationale for a Transformative Approach to Fashion Design Education
In this section, three central themes will be examined as a means for presenting a case for a 
transformative fashion teaching practice. These themes, Challenges, Knowledge and Practice, 
will be key topics for discussion in relation to the literature and interview data gathered for 
this research. These primary and secondary information sources provide insight into the 
specific challenges associated with fashion education, and the knowledge and practices re-
lated, but not limited to, sustainability. These themes will be used to set up a rationale for a 
transformative approach to fashion education in the following section.
 Challenges
Over the last decade the fashion education sector has witnessed immense growth, with some 
institutions experiencing “enrolment increases tripling student populations” according to 
the Council of Fashion Designers of America’s Sara Kozlowski (Mellery-Pratt & Amed, 2017, 
para. 2). As the industry continues to grow, and as social media continues to expose a once 
elusive industry to the world (Mellery-Pratt & Amed, 2017), pursuing a fashion degree has 
become an increasingly popular option for those interested in a career in fashion. With this 
recent surge in popularity, fashion colleges and universities find themselves competing for 
global recognition and the increased international student intake this reputation delivers. 
In addition, students today are unlike those of past generations. Given the level of techno-
logical accessibility they enjoy, there is a need to design a new and innovative curriculum 
that keeps them engaged on this level. And of course, educators are expected to provide 
students with the necessary skills demanded by a present and future employment market 
that expects employees to be technologically literate.
In response to this rise in popularity and the resulting variety in choice prospective stu-
dents face when considering where to pursue their studies, Imran Amed, Founder, CEO and 
Editor-in-Chief at The Business of Fashion, created the ‘BoF Global Fashion School Rank-
ings’. Through assessing the voluntary responses of fashion colleges and universities from 
around the world, this ranking system aims to help prospective students make “informed 
choices” about their education in fashion, whilst creating a platform for the wider com-
munity to evaluate fashion education and its offerings (Mellery-Pratt & Amed, 2017). The 
results of the yearly rankings of 2016 indicated that students, whilst feeling satisfied with 
their educational experience, do not feel supported as they exit their programs. Accord-
ingly, Amed notes “there remains a significant gap between the expectations of these stu-
dent’s vis-a-vis their actual experiences while in school and after” (Mellery-Pratt & Amed, 
2017. para. 10). This documented dissatisfaction could be due to a few underlying problems 
tied up with the fashion education system, either: 1. the job sector has not been able to keep 
up with the growing popularity of fashion education and there is now an oversupply of de-
signers looking for work or, 2. students’ skills lie in roles outside of fashion design yet they 
have not identified this disconnect in their personal journey or, 3. students have not been 
appropriately guided towards the correct role for them and therefore experience challenges 
attempting to pursue a career as a fashion designer or, 4. they are disheartened by what 
they have experienced of the industry and/or are overwhelmed by their responsibility as 
practitioners. Regardless of the scenario, students have the ability to seek guidance prior to 
entering the workforce, however this guidance is evidently inadequate or not utilised, and 
as Amed (2015) notes, in the end more than 85 percent of students will find employment in 
a role that is not design affiliated.
9In their article, ‘Is Education Selling A False Dream’ (2017) Robin Mellery-Pratt and Imran 
Amed claim that there is a current oversupply of fashion design graduates entering the in-
dustry. Anne-Louise Bang and Nadine Möllenkamp (2016, Interview), educators at Kolding 
Design School, however, believe that the industry is on the cusp of a paradigm shift, which 
will create an opportunity for new, more viable, roles to be established for the emerging 
fashion designer. In a fashion market that is being rapidly altered by new business models, 
changing consumer values and developing technologies, the role of the fashion designer is 
constantly evolving (Mellery-Pratt & Amed, 2017). This sentiment has been echoed by the 
Director of Education and Professional Development at the Council of Fashion Designers 
of America (CFDA), Sara Kozlowski, who reports that the fashion landscape is “poised for 
new sectors within innovative and hybridised specialisations that include digital manu-
facturing, social innovation, sustainability”, amongst other new business models (Mellery-
Pratt & Amed, 2015, para. 20). 
In considering this emergence of new opportunities, understanding how to facilitate a shift 
in thinking is not only important when delivering content on sustainable fashion to emerg-
ing designers, it is also crucial in equipping them with the skills to prepare them for future 
positions within this transforming industry. Kolding Design School’s Anne Louise Bang 
elaborates on this point in an interview conducted for this research, stating that she has ac-
cepted that her key duty as an educator can, at times, be a slightly problematic one. Bang 
(2016, Interview) notes that her main priority in education is to prepare her students for the 
shift in the fashion industry toward the adoption of more sustainable and ethical practices. 
Concurrently, Bang acknowledges that it is also her professional responsibility to ready 
students for positions within present day working contexts, which could potentially mean 
working for a fast fashion company. 
This two-pronged approach means that students have to develop an understanding of both 
realities simultaneously, accepting that whilst they have the knowledge to apply themselves 
to current demands of practice, they should not lose sight of the skills and tools they have 
developed in order to adjust their practice once an opportunity for transition presents it-
self. Whilst this approach may seem complex, it also reveals a hopeful future for emerging 
designers; as with the possibility of transformation and growth in an industry that has ap-
peared governed by traditional systems of practice, come new opportunities for emerging 
designers who may have otherwise been challenged by the limitations of the current sys-
tem. As Mellery-Pratt and Amed (2017, para. 33) note, “the fashion education landscape is 
in an exciting period of flux.”
It is difficult to expect a fashion educator to feel confident in adopting progressive ap-
proaches to teaching, such as transformative teaching practice, without receiving any for-
mal preparation. Most tertiary level educators are respected as experts in their fields, and 
as Patricia Cranton (1996) identifies in her book, Professional Development as Transformative 
Learning, receive minimal academic training for their role as an educator. The majority of 
participants interviewed for this research did not identify as fashion educators. Most of the 
interviewees referred to themselves as researchers, industry fellows or designers. Perhaps 
it is the lack of formal educational training received that affords these teachers the room to 
experiment with more transformative methods for teaching and learning.  As they them-
selves are not restricted by the formal expectations or parameters of their role, they can 
facilitate more freely the student learning process using their professional experience as a 
foundation, an important strategy praised in the practise of transformative learning theory. 
10
 Knowledge
Many emerging designers enter the fashion industry having developed their knowledge by 
experimenting with new and potentially non-traditional methods of fashion practice whilst 
studying. Within fashion education programs, students often explore the practical through 
the theoretical and are encouraged to create outcomes that critique the prescriptions of 
commercial fashion. This is aptly described by California College of the Arts’ Chair of the 
Fashion Design Program Lynda Grose (2013), who notes that students are given the time 
to work outside of industry parameters to push the boundaries of their understanding, ex-
pressing complex sociocultural influences through the execution of new ideas (p. 54). This 
testing of boundaries could include researching ways to work with found objects, or with 
technological innovations such as 3D printing. However, Fletcher and Grose (2012) note 
that this passion for experimentation and design is often at odds with the core motivation 
of the fashion industry, citing the impact that economic efficacy has on the research and 
development process. In a bid to streamline product development at a rapid pace, design-
ers can be ‘decoupled’ from the making stage altogether, which disempowers the fashion 
designer in the process and does not allow for the richer possibilities offered by research-
through-making to be explored. 
Fashion designers, whether it is acknowledged or not, have a significant ability to impact 
change within the current fashion system. Lynda Grose notes, however, that whilst this may 
be the case, sustainability initiatives have generally been led by industry, more specifically 
by companies working to improve their supply chain performance (Grose, 2013), and not 
through change led by practicing fashion designers. 
The large commercial or industrial fashion studio has little time for conceptual design 
approaches. Exercises in patternmaking no longer stay with the fashion designer and are 
entrusted to technical staff or in most cases to the computer, while other creative design 
practices such as draping are almost all replaced by “intellectual exercises” ensuring “ideas 
are delivered at top volume and speed on a daily basis” (Grose, 2013, p. 54; Rissanen, 2011). 
This emphasis on speed and volume can burden the designer not only creatively but also 
ethically, and in some cases it can result in the designer contemplating their position and 
‘dis-ease’, resulting in a move away from this fast fashion model towards a more considered, 
ethical and sustainable mode of practice (Grose, 2013). For some fashion designers this will 
mean forging ahead independently and putting their educational experiences towards ac-
quiring different tools and skills to use. For others it will be the end of their journey working 
within the fashion system. However, as Anne Louise Bang notes in her interview, “my goal 
[as a fashion educator] is to make sure the students know how to find the knowledge when 
they need it” (Bang, 2016, interview). Her point highlights the necessity for fashion educa-
tors to equip their students with the knowledge they may need to remain relevant for future 
positions within a developing industry.
In saying this, it is important to note that not all fashion studios are large, commercially-
focused enterprises and that there are still many smaller companies who do engage with 
classic fashion design and production processes, most of which are conducted ‘in house’ 
and by a small design team. Amongst these processes, occurring in varied forms depending 
on the size of the company, Sinha (2002) notes that there are two that engage most fashion 
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designers in professional practice, namely, the ‘research and analysis phase’ and the ‘syn-
thesis phase’. During these two phases many classic fashion design activities take place, mir-
roring, as Gwilt (2013) states, the core fashion design processes as discussed and illustrated 
in key fashion educational texts (Renfrew & Renfrew, 2016; Sorger & Udale, 2006; Gwilt & 
Rissanen, 2011; Jackson & Shaw, 2006). These activities include designing and editing col-
lections, working ‘on and off’ the stand to realise designs, pattern making, prototyping sam-
ples, selecting fabrics, costing samples and the production of the sample collection (Gwilt, 
2013 citing Renfrew & Renfrew, 2009; Sorger & Udale, 2006). These phases, which involve 
knowledge acquired by most fashion design students during their educational experience, 
“remain the areas from which the designer has the most engagement or control to influence 
positive change” (Gwilt, 2013, p.79). 
 Practice
Many of the core design processes featured in most fashion education curricula closely 
reflect the stages of fashion industry practice, in order to help prepare students for the re-
alities of working in the industry. Due to the close relationship between industry practice 
processes and fashion education curricula, students can find it hard to comprehend the 
potential importance of learning about alternative modes of fashion practice, if their pro-
spective professional relevance is unclear. For this reason, Kolding Design School’s Head 
of Fashion, Nadine Möllenkamp, states, in an interview for this research, that her depart-
ment emphasises the importance of learning both current industry practices and alterna-
tive, more sustainably oriented, fashion practices simultaneously. In doing so, Möllenkamp 
hopes students will be able to develop the skills and methods that will make their contribu-
tions to industry viable even as the system continues to change, and eventually adopt more 
sustainable business practices (Möllenkamp, 2016, Interview). 
Similar to this pedagogical approach is the perspective adopted by the London College of 
Fashion’s collaborative course run with Nike in 2013, the Nike Making Project. Those associ-
ated with the educational component, a mix of educators from London College of Fashion 
and their Centre for Sustainability, worked to embed content on sustainability into their 
teachings so that students understood the realistic application and long-term viability of 
adopting these practices (see Dilys Williams’s interview in Chapter 4). This approach made 
it easier for students and instructors to work alongside Nike’s team, and the combination 
of the theory and practical components of the collaboration resulted in the creation of a 
smartphone-based application as well as their own propositional collections. This type of 
cultural project, working to combine industry with education, helps to spotlight the current 
relevance of and demand for alternative ideas as well as the practices needed to execute 
them in the fashion industry.  
The four fashion education courses featured throughout this research project highlight the 
key position fashion education holds as a means by which a range of transformative and 
exploratory methods for practice can be presented and discussed. For the emerging de-
signer, this educational environment can play a crucial role in how they develop as future 
practitioners. Educators working in this space hold a responsibility not only to ensure these 
emerging designers understand the current context for their work as students, but also to 
help them develop the skills and methods for the future roles they are likely to occupy. 
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The courses selected for comparative study each engages in progressive fashion teaching 
practices, prioritising the future practice needs of their students, attempting to empower 
students with the innovative nature of sustainable fashion design and the “integral and  
poetic capacity for creative advantage” this form or practice creates (Grose, 2013, p. 56). 
Massey University’s Jennifer Whitty notes that, currently, content on sustainable fashion is 
at times taught as an ‘afterthought’, which can affect student perceptions of the importance 
of these practices (Whitty, 2015, interview). Alternatively, she notes, sustainability should be 
embedded within fashion design education and encouraged as an attribute of better design. 
When sustainability is taught as an additional subject, students run the risk of regarding it 
as separate from core practice methods. 
If [the fashion student] is not positively exposed to the principles of sustainable 
design, then the problem of poor engagement will continue. If fashion designers 
do not understand what sustainable design strategies are, how to engage with them 
and the possibilities that they offer then they are unlikely to alter their fashion de-
sign process. It is imperative that the contemporary fashion designer sees sustain-
able strategies in terms of the opportunities for innovation (Rissanen & Gwilt, 2011, 
p. 67).
London College of Fashion’s recently departed Head of School, Frances Corner, is another 
educator who actively works towards supporting sustainable innovative fashion practices 
through partnership with industry. LCF recently signed a five-year partnership between 
their Centre for Sustainable Fashion and the Kering3  group (owners of Gucci, Saint Laurent, 
Alexander McQueen, Balenciaga, Stella McCartney…). A partnership of this calibre, which 
aligns prominent names from the luxury fashion industry with the future minds of the 
sector, allows students to put their learning into practice through interaction, collaboration 
and reflection: “The programme will act as [an] incubator for new ways of thinking about 
sustainable fashion” (Corner, 2015). These activities are fundamental elements of creating 
a transformative learning experience for the student, equipping them with the ability to 
put learning into real-world practice and reflecting on their output and responsibilities as 
designers beyond the classroom.
 1.2.1 The Role of The Fashion Educator as an Agent of Change
Currently the fashion industry operates within a consumer economy which is heavily reli-
ant on increasing demand. In order to meet rising demand (and increase profits), compa-
nies are producing cheaper garments, at an increased rate of production, with the primary 
focus on greater economic efficacy (Morgan, 2015). As a result, this process has applied im-
mense pressure on the fashion supply chain, demanding in return cheaper manufacturing 
costs and accelerated deadlines. This cyclic production/consumption relationship is un-
sustainable in its current form, as the natural and human resources used to fuel its growth 
continue to experience exploitation and depletion. In an interview with the author, fashion 
practitioner and educator at Parsons School of Design in New York, Timo Rissanen, stated 
that he believes fashion education has a duty to its students to prepare them for the “some-
what unpredictable changes in the fashion industry during their working lives,” noting that 
as an educator he feels it is his independent responsibility to “address emergent economic 
systems, as well as changes brought about by rapidly evolving technologies and their impact 
on labour and trade  [for example]” (2017, Interview). 
3. Kering is 
a growing 
Group of 20 
high profile, 
profitable 
brands that 
create apparel 
and acces-
sories for the 
luxury and 
sport & life-
style markets. 
Available: 
http://www.
kering.com/
en/group/
about-kering 
[Accessed 
23rd June 
2016].
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In some cases, workers within the garment supply chain experiencing pressure to meet 
these production demands are accepting unethical workplace practices in order to safe-
guard their livelihood. This issue was vividly captured by Andrew Morgan in his film The 
True Cost (2015). 
There are roughly 40 million garment workers in the world today; many of whom 
do not share the same rights or protections that many people in the West do. They 
are some of the lowest paid workers in the world and roughly 85% of all garment 
workers are women (Morgan, 2015).
 In order for there to be a prospect of change, emerging designers must be educated about 
present industry practices, and the direct implications their decisions as designers and the 
competing desires of consumers have on the supply chain. Educating emerging designers 
about their capacity to influence change at an industry level has the potential to catalyse 
transformation within the global design community. Practicing fashion ethically and with 
awareness is not only about the designer’s decisions, it involves society re-defining its per-
ceptions and norms in order to reassess its values and adopt a more holistic understanding 
of the true cost of its consumption habits (Grose, 2013 citing Bradley et al., 2010). 
Virajita Singh, educator and researcher at the University of Minnesota’s College of Design 
and Centre for Sustainable Building Research, commenting on the environment most like-
ly to nurture a shift in perspective within the learning experience, states: “when we have ex-
periences that touch our humanity at a deep level, transformation is likely to occur” (Singh, 
2012, para. 6). Experiences of great depth cannot be created artificially. Fashion educators 
are required to equip students with the ability to critically reflect on their personal design 
practice methods, as well as encourage them to align these methods with a set of personal 
values. This onus of responsibility on the educator became evident to me when discussing 
teaching experiences with Dilys Williams at CSF, who notes that navigating ideas around 
sustainability in fashion can be difficult.  Williams elaborates that for certain students, once 
you start to pose questions about “what are your values and desires for the world”, the learn-
ing process becomes quite an emotional and profound mutual journey for educator and 
learner (Williams, 2016, Interview). This process of encouraging students to identify and 
question their personal values in relation to their practice is the key to the ongoing task of 
engaging with change and growth within our own practices, according to transformative 
learning expert Patricia Cranton (1996). Experiencing a shift in perspective through the 
dialectical approach of questioning (or challenging) the learner’s personal beliefs and as-
sumptions is a crucial element of the transformative learning journey (Mintz et al., 1998; 
Slavich & Zimbardo, 2012; Mezirow, 1996; Cranton & Taylor, 2012).
In an interview with the author, when asked her opinion of what fashion education’s duty of 
care is to its students, Dilys Williams stated “I think [fashion education] has a duty of care to 
each individual that is within the educational process. Higher education is about exploring 
who you are as a person and your place in the world, and I think the duty of any educator to 
their students is to support this journey, whilst thinking about what the world actually needs 
and wants…  considering beyond the specific needs of a particular industry or role” (Wil-
liams, 2016, Interview). Williams also sheds light on a fashion institution’s role in creating 
an environment that nurtures the fashion educator’s ability to put transformative teaching 
into practice, adding: “educators themselves need to be given the space to be experimental 
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and through their own working through of ideas they then work with students around those 
ideas” (Williams, 2016, Interview). This adds another dimension to how students might best 
learn about fashion and sustainability, illuminating the need for institutions to provide the 
freedom that allows for the practice of transformative teaching amongst staff. 
Utilising learning theories that develop a student’s ability to absorb new concepts, chal-
lenge their way of thinking and critically reflect on their learning process may help to equip 
a fashion student for the future of the fashion industry. In their paper ‘Transforming the 
Fashion and Apparel Curriculum to Incorporate Sustainability’, authors Landgren and Pas-
richa (2011) note that “educational theories provide a teacher with multiple ways of thinking 
about how students learn” (p 3). Learning theories that link active learning, collaboration 
and technology encourage lasting learning experiences for students, creating lifelong learn-
ers and ‘team players’ (Landgren & Pasricha, 2011; Cone, 2001). Dorothy Ettling discusses 
the educator mentality associated with transformative pedagogy in her chapter, ‘Educator 
as Change Agent; Ethics of Transformative Learning’, in Taylor and Cranton’s Handbook of 
Transformative Learning. She views education as a valuable, inspirational and challenging 
experience for the learner who brings with them predispositions and “varying degrees of 
openness to new knowledge” (Ettling, 2012, p. 544; Cranton, 2012; Mezirow, 1996).  
These fundamental ideas are consistent with findings that have emerged from this research 
project, revealing the complex network of ever-changing, interrelated themes of educator 
role and responsibility. More specifically, they are illustrative of the ways that fashion teach-
ing practice must evolve alongside a changing industry, and indeed the ways that it already 
has begun to do so. 
Timo Rissanen (2017, interview) has discussed in detail his views on how teaching sustain-
ability in fashion has progressed, the alternative modes for practice that exist now, and 
how he has come to regard his role as a fashion educator. With over fifteen years of fash-
ion teaching experience, Rissanen notes that whilst there has been change towards a more 
widespread acceptance of sustainability teaching in fashion, the overall economic system is 
inherently flawed and unsustainable, and this is not being adequately addressed within the 
educational sphere. Without the acknowledgement of this reality, he believes that positive 
change will be difficult to achieve.
However, Rissanen also claims that focusing on the problems associated with the fashion in-
dustry such as those to do with unsustainable behaviours, without providing students with 
real world examples of solutions, can often have a paralysing effect, leaving them feeling 
overwhelmed and unable to understand how they can make an impact in a positive way. In 
response to this, Rissanen adds that within his classes he seeks to highlight existing solu-
tions in practice, as a way to help students identify what opportunities can be created as a 
response to the issues presented. Rissanen uses this strategy for presenting and reviewing 
ideas about sustainability in fashion and its associated issues, as a way to transform his stu-
dents thinking, a teaching strategy that developed as a direct result of reflecting on his own 
practice and his experiences with his students. 
It is through the reflection and evolution that follows, that Rissanen’s alignment with trans-
formative fashion teaching practice becomes evident, as he continues to explain the way he
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challenges students’ ideas about social and cultural issues,
…with care and in a way that doesn’t invalidate the student or their culture in any 
way, but such that a new vision or point of view opens up. For example, the idea of 
wearing second hand [clothing], or even promoting that notion, can be challenging 
for students in whose cultures wearing the clothes of a deceased person is a taboo. I 
also recall a class many years ago where I talked about visible mending, with exam-
ples of my own work. An Indian student said that in the social group in India that 
he grew up in, repair is simply a sign of poverty. I acknowledged that and we then 
had a class conversation about what it might take to change societal-level percep-
tions such as that, without in any way invalidating that particular culture or country 
(Rissanen, 2017, interview).
Through encouraging inclusive dialogue that validates an individual students’ story, whilst 
presenting other students with an opportunity to learn about new perspectives on formerly 
or currently entrenched cultural ideas, such as hand repair or recycling clothing, an en-
vironment can be created that seeks to educate, protect, and challenge student opinion 
in a safe and inclusive way. These strategies help to create shared experiences within the 
classroom, in which the educator has the skills, knowledge and interest in facilitating a chal-
lenging situation for the students, that is carefully transformed it into a mutual learning 
experience for all. 
As further evidence of the transformative nature of Rissanen’s teaching practice, he com-
ments that learning in tandem with the student is crucial and involves a degree of humility 
from the educator in order for the latter to be a “successful, effective teacher” (Rissanen, 
2017, interview). Rissanen, like the other educators interviewed for the comparative study, 
emphasises that it is important for educators not to feel as though they need to possess all 
answers to questions posed by students, but instead should strive to learn alongside the stu-
dent as well as independently. When considering his teaching practice, Rissanen concludes 
that his goal is to activate a sense of agency in his students, so that, just as Kolding Design 
School’s Anne Louise Bang also argues, regardless of career choice students are able to ac-
cess the knowledge they acquired at university and use it to make a difference. “My aim is 
that students relate to themselves as a possibility, whatever that possibility may be, and take 
actions consistent with that possibility” (Rissanen, 2017, interview).
 The Transformative Fashion Teaching Practitioner
This model of teaching practice seeks to challenge any unsustainable behaviours rooted in 
current fashion education models that forego the opportunity to encourage students to re-
flect on their responsibilities as both fashion designers and global citizens. Transformative 
fashion teaching practitioners:
• Are facilitators of the learning journey, prioritising student well-being through the crea-
tion of a safe, trusting environment that nurtures vulnerability and reflection.
• Explore student values through connecting the designer with the different contexts of 
design practice, unpacking the responsibilities they bear to both the local and global com-
munities.
• Adopt a holistic approach to fashion design practice, offering alternatives to the current 
unsustainable system through the proposition of unconventional, future-centric theories 
and methods of making.  
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 The Community of Practice
The community of practitioners operating in this field think in a like-minded way about 
learning and teaching, and this manner of thinking is potentially (intentionally or uninten-
tionally) informed by transformative learning theory and its associated teaching strategies. 
This community of educators is also the potential audience for, and collaborators with, the 
present research project.
For further discussion of these concepts, refer to Ch 2.4 Fashion Education, The Fashion 
Educator and The Future.
 1.2.2 The Role of The Future Fashion Designer
Whilst there is significant focus in the sustainable fashion sector on the impact certain de-
sign decisions can have on the environment, for example, in considering the preferability 
of mono-materiality over the use of blended fibres, or of zero-waste design methods that 
avoid textile waste, the future of fashion design practice relies on shifting the focus to also 
address broader issues of sustained consumption (Rissanen, 2011; Grose, 2013). How can 
fashion design encourage sustainable lifestyle choices among consumers? In response to 
this question, Rissanen (2011) outlines the important difference between sustainable design 
and design for sustainability (DfS), in that the latter is focused on design that influences 
consumers to adopt more sustainable behaviours.4  Perhaps through embedding education 
on fashion practice with sustainable design strategies that encourage behavioural change, 
and delivering this content through a change-oriented pedagogy such as transformative 
learning theory, fashion design students would feel more adequately prepared and open 
for the diverse professional roles the future of fashion will generate, such as those of prob-
lem solver, innovator, pioneer and social activist. 
The effectiveness that this type of approach could have on fashion education practice is 
recognised by a number of educators. Lynda Grose from California College of Arts, along-
side Dilys Williams, Renee Cuoco and Nina Stevenson from London College of Fashion’s 
Centre for Sustainable Fashion, note that engaging students with strategies for critical re-
flection helps them become more aware of the reasons for their design habits as practition-
ers, and combining this reflection with education about sustainable fashion practice helps 
to provide students with a tangible example of how to shift their current methods and 
adopt skills and knowledge to encourage greater consideration for the impact of their craft. 
Grose (2013) adds:
By enabling students to form an interactive relationship with ecological issues as 
agents in their own craft and reflecting on the outcome, they become engaged and 
active, the logic of current fashion practice becomes apparent (consciousness) and, 
as it does, it can be critically investigated through a number of lenses (structure). As 
idealism is tempered, students realise that ideas for sustainability are not fixed, but 
emergent and they begin to develop a grounded perspective regarding their own 
potential as fashion practitioners in furthering change (agency). (p. 139).
Rissanen (2011) talks at length about the alternatives that exist for fashion practitioners to 
facilitate a shift in behaviour from current unsustainable procedures to those incorporating 
more sustainable measures. 
4. Sustainable 
behaviours 
such as 
laundering, 
drying, repair, 
alteration, 
delaying 
disposal, 
amongst oth-
ers. (Rissanen, 
2011).
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A list of Rissanen’s recommendations for alternate perspectives on how to practice fashion 
includes:
• Fabric waste management through upcycling discarded scraps to reinforce the garment 
• Designing with a focus on increasing garment durability to avoid deterioration and dis-
posal 
• Personalising garments to invest them with meaning for the wearer by means of alteration
• Employing a keen eye when observing production methods such as marker making, using 
this to achieve optimum use of workable width
• Designing with consideration for longevity of the design, negating trends
• Equipping designs with the tools to allow consumers to customise them
• Producing garments using high quality resources to ensure durability
• Revisiting the fashion calendar, investigating alternatives to showing seasonal collections 
which in turn make “obsolete the previous season’s clothes” (Rissanen, 2011, p.136).
Rissanen’s (2011) suggestions for disrupting traditional perspectives of fashion design prac-
tice take into account the increasing stress the industry puts on environmental resources. 
Not only do these propositions aid in providing alternatives for the fashion designer to con-
sider, they are also tailored to facilitating a change in consumer behaviour toward a more 
informed and more gradual consumption of fashion. Why not ask how sustainable design 
can work with design for sustainability to ensure that product and user are interlinked? 
Transformative fashion practitioners have the ability to persuade the consumer to engage 
with sustainable design, to go beyond the notion of merely sustaining, and to push for the 
establishment of an industry that might flourish with the consumer’s help.
 Transformative Fashion Practitioners
A transformative fashion practitioner focuses on developing and adopting generative forms 
of fashion practice. It is a practice that has moved beyond ideas of sustaining itself for the 
present or near future and is instead focused on its ability to develop and thrive. This shift 
involves pushing conceptions of fashion practice beyond the designing of garments for 
mass production and reinterpreting the fashion business model accordingly. The trans-
formative fashion practitioner may create garments in collaboration with the end user, 
provide a service in place of a garment, work to educate consumers through action, or seek 
to upskill consumers with workshops and information sessions. Their practice embodies 
their personal values and seeks to better impact their local and global communities. This 
form of fashion practice is suited to designers who are facilitators of the consumer’s own 
learning journey, and they prioritise the well-being of their environment. Transformative 
fashion practitioners explore their own values by connecting their practice with their val-
ues, identifying what their responsibilities are to both the consumer and their community. 
Above all, these practitioners adopt a holistic approach to fashion design practice, explor-
ing and offering alternative modes for the future of their practice.
For further discussion of this concept, refer to Ch 2.4.3 Existing Transformative Fashion 
Design Practices.
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1.3 Introduction to Research Questions and Methodologies 
 Research Questions
The process of collating and analysing the research material gathered through the inter-
view and survey methods, in addition to the literature review findings, presented several 
opportunities to pose and respond to the following secondary question: 
Q. Did participating in this course encourage a shift in the way emerging designers 
view the fashion industry and its systems? If so, in what way?
The above research question has been essential to the data collection and analysis pro-
cesses, in helping to understand the experiences of the students surveyed. Combining short 
answer and multiple-choice question methods helped to collect personal student accounts, 
providing greater insight into student perspectives of the courses in which they partici-
pated. This question, whilst a key component in documenting student experience, was not 
as useful when investigating the educators experience, objective and participation in the 
course. As a result, an additional secondary research question more pertinent to the inten-
tion of the interview series was framed:
Q. How might fashion educators employ transformative teaching strategies to en-
courage a shift in the way emerging designers view the future of fashion practice?
These two questions are important providers of both quantitative and qualitative data, the 
first offering more precise and measurable information, and the second more open and 
personal responses. Whilst these secondary questions were instrumental during the data 
collection process and subsequent synthesis and generation of findings, they sit under a 
broader line of inquiry outlined by the following research questions: 
Q. How does current fashion design teaching practice relate to transformative 
learning theory?
Q. How might this theory and its strategies contribute to fostering alternative 
modes of fashion education for sustainability?
Both questions are posed and investigated on the assumption that current fashion practice 
needs to transform itself towards a future in which issues of sustainability and sustainable 
design have become fundamental.
 Methodology
The third chapter of this thesis is dedicated to a detailed discussion of the multiple methods 
employed to complete this research project. This chapter is split into three sections; the 
first and second discuss the educator interview series and student online survey, and the 
relevant methodology employed throughout the creation, dissemination and analysis of 
each of these data collection methods. The third section introduces the student perspective, 
acting as an important connection between chapters three and four.
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Admittedly, the project was initially broad in its research scope and included secondary 
research into fashion education for sustainability as well as progressive adult education 
theory. Nevertheless, this broad explorative space allowed for the focus to settle on an ex-
amination of current tertiary level fashion programs renowned for their delivery of content 
on sustainable fashion as well as their contribution to the development of this field. This 
progression towards a study of various global institutions and their methods for fashion 
teaching practice (within a studio-style teaching environment) led to the creation of se-
lection criteria and subsequently to methods for a comparative analysis of these selected 
undergraduate programs, employing both primary and secondary research methods to do 
so. Through this analysis specific methods for determining student engagement with issues 
of sustainability and ethics were established, and these were aligned with a learning theory 
and teaching strategies that had yet to be explicitly associated with the field of fashion edu-
cation practice. 
 Limitations posed by Methodology
Whilst there have been significant findings extracted from this research it is important to 
note that every student and student group is unique, and as Sue Jenkyn-Jones observes in 
Fashion Design (2011), “ The same assignment can yield entirely different results in differ-
ent hands at different times. One of the great pleasures of being a student, and indeed a 
teacher, is the experience of sharing and learning from the surprises, triumphs, and mis-
takes” (p 9).   
  
 Unbalanced Sample
It is not clear whether the unbalanced nature of the number of respondents from each 
of the schools affected the quality of data collected. I was able to calculate how many re-
spondents came from each university and correlate each short answer response to a specific 
school, and during the process did not come up against any issues with data collection or 
analysis due to this point. However it is important to reflect upon this subject for the sake of 
equivalence.  (4 California College of Arts, 3 London College of Fashion, 2 Kolding Design School, 5 Massey University)
Parsons was part of the initial case study selection, being one the programs that took part 
in the Local Wisdom Project and fulfilling the selection criteria for the study. However poor 
timing, and uncontrollable circumstances, meant that the educator involved in running the 
course that was selected for analysis was unable to partake in the interview series. Thus the 
program was eliminated from the selection. 
 Time
Some respondents had the advantage of time on their sides. The LCF respondents were re-
flecting upon their experiences from a greater distance (4 years post completing the course), 
whilst the other students, in some cases had only just finished their courses. How would this 
have affected their perspective on their experience? A separate research project would be 
required to obtain more information about this area of inquiry and how time can affect the 
students recollection of their experience.
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 Securing Responses
I found it to be difficult to secure responses from the international participants without 
having had the advantage of meeting the students prior to requesting their participation in 
the survey. Potentially it was beneficial that they had no affiliation with me or my work prior 
to responding to the questions, as it could be argued that this added to the anonymity of the 
nature of the survey. Furthermore the lack of contact between the surveyor and respond-
ents could have led to the creation of less expectation, and potentially more honesty from 
the respondents.
 Structure
The questions that were composed for the educator interview series and the student sur-
vey achieved interesting and key findings. Without knowing this in advance, the breadth of 
topics covered by the questions allowed for both educators and students to share in depth 
accounts of the experience and opinions. It is always hard to predict the trajectory of the 
research at the early stages when putting together a questioning strategy, however the ques-
tions and the data they generated has been significantly relevant to the contribution this 
research offers.
Read more on research methodology in Chapter 3 A Multi-Method Approach.
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1.4 What this Research Contributes and Who Will Benefit 
This research project identifies and proposes new pathways for fashion design education 
globally. The project recognises fashion educators as practitioners contributing to the field 
of fashion education and design, potentially promoting and advocating alternative models 
of fashion practice that are viable and prospective. There are several areas to which this re-
search contributes knowledge, with its main implications being for educators in the fashion 
discipline. 
Through an examination of selected current, past, and future fashion education practice 
methods, a gap in the field of fashion education research is established. The literature re-
view reveals that there is insufficient published work detailing transformative learning and 
teaching experiences and practices specific to the fashion educator in fashion design educa-
tion at a tertiary level.
This research seeks to fill this gap by improving our understanding of the fashion educator’s 
experience and practice. It provides a study of the impact that existing learning and teach-
ing strategies have on both the educator and learner’s perspective of current and future 
fashion practice. Through a combination of primary and secondary research it examines 
both the educator and student experience in order to generate renewed reflection upon the 
role and responsibility of the fashion educator and institution. 
This research also considers, through a study of transformative learning theory and its as-
sociated teaching strategies, a range of contemporary (transformative) methods employed 
in preparing emerging designers to participate in a future fashion practice  focused on 
holistic, ethical and innovative design. The research identifies how transformative learning 
theory and its associated teaching strategies are appropriated to deliver sustainable fashion 
education, through a series of expert interviews and online surveys. These expert educators 
do not all intentionally engage with transformative learning theory when delivering their 
courses, and a contribution of this research is to make this implicit engagement explicit.
Furthermore, this research proposes ideas for a transformative fashion teaching practice 
by outlining a series of reflexive propositions that might be used by fashion teaching prac-
titioners. These reflexive propositions, developed from the primary research into the ex-
periences of students and educators, are focused on engaging both the fashion educator 
and student (emerging designer) at the design education phase in order to influence the 
development of a future-oriented fashion design practice. These propositions for reflection 
seek to promote and enable more ethical, environmentally conscious, critically aware and 
progressive fashion practices.
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1.5 Chapter Summaries
 Chapter 1. Introducing the Research                                                                        
In this chapter an introduction to the research is offered through a discussion of fashion ed-
ucation and its specific challenges, knowledge base and practices, related but not limited to 
sustainability. This sets up a rationale for adopting a transformative approach to education.
Succeeding this initial establishment of context is an exploration of the concept of the fash-
ion educator, and more specifically, how fashion educators can harness their position to 
engage students with responsible forms of fashion practice. This chapter continues with the 
theme of change, introducing ideas of transformative fashion practice through a discussion 
of the possible roles for future fashion designers. This section also includes the presentation 
of the work’s research questions and introduce the methodologies that have been used to 
execute the research. 
 Chapter 2. Transformative Fashion Education
The second chapter elaborates on the introduction through a contextual discussion of cur-
rent literature on issues of sustainability in relation to fashion. More specifically, this chapter 
discusses fashion and sustainability through the lens of education and change. The context 
of fashion education is presented within this chapter as the ideal environment in which to 
examine the durability of the current fashion system and how it can be developed in order 
for future practitioners to thrive. The chapter is split into four sections.
The first section commences with an introduction to the main definitions of the key re-
search terms: Sustainability, Fashion Education and Transformation. The second section 
identifies the evolving forms of fashion design practice from an educational perspective, 
engaging with historical and cultural factors where appropriate. This research provides 
insight into the nature of fashion design practice using the concept of transformation to 
generate further discussion on ideas of agency and change. Alongside this identification of 
the evolving forms of practice, a study of existing examples of progressive, innovative and 
ethical practices in fashion design is presented. With this background, the research then 
questions what the role of the future fashion designer may look like, considering the afore-
mentioned discussion around transformative forms of practice.
The third section of this chapter brings together a discussion around future fashion prac-
tice, fashion education and the student fashion designer. The section commences with a 
look at fashion education’s role in designing for change, design responsibility and how these 
ideas sit within the context of the current fashion industry climate.
The fourth section comprises a literature review undertaken to examine the corresponding 
principles of design education and transformative learning theory. This segment examines 
transformative learning theory and its associated teaching strategies within a higher educa-
tion context and in its relation to fashion education for sustainability. 
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 Chapter 3. A Multi-Method Approach
Following the introduction and context provided in the preceding chapters, this chapter 
discusses the methodological approach employed in order to carry out this research. The 
chapter is split into three main sections: the first discusses the semi-structured expert in-
terview series and the second presents the analysis process applied to the interview data. 
The final section covers the limited online student survey and the processes employed for 
analysing the data generated by this method. 
Each of these sections details the relevant methodology employed throughout the creation, 
dissemination and analysis of each of the respective data collection methods. Information 
presented in this chapter covers participant selection, sampling methods, processes em-
ployed for analysing data as well as an explanation of the series of maps used to outline the 
evolution of key concepts and findings pivotal to this research. This chapter also includes 
the list of questions compiled for the educator interviews and student survey as a point of 
reference.
 Chapter 4. A Study of Transformative Fashion Education in Practice
This chapter is dedicated to analysing a selection of fashion studio projects wherein trans-
formative fashion teaching has been practised in the delivery of education for sustainabil-
ity. This analysis has been developed from a series of expert educator interviews and a 
limited student survey undertaken to investigate four international fashion programs, and 
the steps they have taken to incorporate sustainability into their curriculum. These fashion 
programs, and the fashion educators involved, have been recognized internationally for 
their efforts. 
The first two sections of this chapter outlines key details about the study including an out-
line of the selection criteria employed in the initial stages of the research, course aims and 
administrational variances. In addition, context is provided by a review of existing literature 
combined with written observations and data gathered from the semi-structured interviews 
to introduce each project in detail. 
The final section within this chapter presents perspectives on fashion education and teach-
ing through a discussion informed by detailed recounts from the educator interview series. 
Throughout this chapter, data collected from the interviews is analysed to explore common 
issues fashion educators encounter delivering sustainable fashion curriculum within the 
structure of fashion education programs. These interviews additionally reinforce the con-
nection between the application of transformative learning teaching strategies and existing 
innovative sustainable fashion teaching practices. This section ends with a discussion of 
future forms of fashion design practice and learning in greater depth. 
 Chapter 5. A Shared Narrative 
Following on from the presentation of each of the selected studio projects in the previous 
chapter, this chapter is a thematic discussion of the findings presented under the following 
headings: The Student Learning Experience, Transformative Teaching in Sustainable Fash-
ion, and A Mutual Learning Journey.
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 Chapter 6. A Reflexive Proposition  
The final chapter of this work presents a summary of the main topics investigated through-
out the course of the research. This chapter presents a discussion around the question 
why fashion needs transformative education, in summarizing the findings from the study 
together with a final summation of the literature on fashion education for sustainability, 
transformative learning and teaching practices. 
The thesis concludes with a reflection on the role of transformative fashion teaching prac-
tice in the fashion education space and its wider implications for the future of the fashion 
industry. This proposition is presented through a series of recommendations intended to 
be used as points for reflection about how fashion educators could develop and engage with 
transformative fashion teaching practice. 
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2
TRANSFORMATIVE FASHION EDUCATION
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2.1 Providing Context
The relationship between sustainability and fashion is a critical one, considering the impact 
the fashion industry has on the global workforce, environment and economy. This critical 
relationship, combined with the fashion industry’s broad reaching impacts, has provided 
this project with its initial focus. The fashion industry encompasses the activities of vari-
ous practitioners, of which fashion educators play a vital role. Through an analysis of the 
diverse positions that the industry is comprised of, this project seeks to highlight the change 
that educators specifically can affect in their students. 
This chapter provides a survey of literature presented through key themes acting as the 
structural foundations for this project; sustainability theory provides a platform from 
which further discussion around the urgent need for more innovative and change-oriented 
fashion education practice is cultivated. The chapter commences with a discussion of the 
context within which this project lies: the problem with sustainability, it’s relationship with 
fashion education and how change can be engaged with at this level to support learning 
and teaching. Through combining personal experiences with evidentiary material as it is 
presented in the literature review, this chapter acts as a contextual review for the project. 
The experiences discussed within this chapter provide a personal context for the educator 
interviews and student surveys presented and analysed in the succeeding chapters (Chapter 
3, 4 & 5), as they come from the perspective of a former student and now current educator. 
These observations will be used to frame the primary research, the types of questions that 
were posed, and the responses that were anticipated.
Succeeding the review of sustainability, fashion and the nature of change, a brief history of 
fashion design education is provided to anchor the perspective and case for re-evaluating 
contemporary fashion education. The chapter then moves to discuss the fashion educator’s 
role within this space, and in particular the unique challenges they face in delivering fash-
ion education for sustainability. This conversation transitions into a section dedicated to 
relevant literature on transformative learning theory, as well as a brief introduction to the 
established strategies for delivering this learning. This section introduces transformative 
learning as the theoretical framework that will be employed to examine how the courses se-
lected for comparative analysis within this research are delivering sustainable fashion cur-
ricula in a higher education context, even if the relation to transformative learning theory 
has yet to be drawn by the practitioner. 
This section of the chapter explores the application of the term ‘transformative’ within a 
sustainable fashion education context, developing into an exploration of the relationship 
between fashion education for sustainability and transformative pedagogy. This line of in-
quiry has resulted in the discovery, and characterization, of transformative fashion teach-
ing practice.
What will be made clear through this chapter is understanding the importance of teach-
ing practice in addressing issues of sustainability within fashion education. Additionally, 
through addressing how the becoming-sustainable of fashion practice can be engaged, en-
couraged and nurtured by the fashion educator, through the use of specific transformative 
strategies, a gap in current literature will be addressed.
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2.2. Sustainability, Fashion Education and the Nature of Change
As resources are getting scarcer, we need to find ways of changing the current pat-
terns of fashion consumption. This requires serious adjustments in textile produc-
tion, the fashion system, the use phase, as well as in the education of designers 
(Riisberg et al. 2014, p. 2). 
In order to give context to the topic of transformative fashion education for sustainability, a 
brief discussion of the main issues associated with sustainability in reference to the fashion 
industry will ensue. The theme of sustainability was used initially to frame a context for the 
intended trajectory of the research. Considering this, an initial examination of the issues 
of sustainability from a global vantage point developed into a re-evaluation of how fashion 
educators cultivate change, specifically in regard to how students perceive sustainable fash-
ion practice. With the implicit integration of transformative learning theory and its associ-
ated teaching strategies into fashion education, sustainability comes to be taught through a 
more critically aware and socially conscious lens. Additionally, this revaluation involved a 
review of fashion education from a historical context, the conceptual and practical nature 
of change and finally how change is conceived in design education.
 2.2.1 The Problem of Sustainability
       
According to a report authored by Rockstrom et al. (2009), the planet’s environment has 
experienced a period of stability, known as the Holocene, for the last 10,000 years. On some 
accounts, since the Industrial Revolution, a new era known as the Anthropocene has arisen, 
“in which human actions have become the main driver of global environmental change” 
(Rockstrom et al., 2009, p. 1). In order to return to the Holocene state, Rockstrom et al. 
propose a framework based on nine planetary boundaries, used to define the safe operating 
space for humanity with respect to the Earth’s systems. They further indicate that three of 
these nine planetary boundaries have already been breached, specifically climate change, 
the rate of biodiversity loss and the rate of human interference in the nitrogen cycles, with 
others being approached at a rapid pace (Rockstrom et al., 2009; Tham & Fletcher, 2015). 
In order to uphold these remaining boundaries, it is necessary, and possible, for us to reflect 
on the initiatives and approaches we can enact in order to sustain a safe operating space for 
humanity. The fashion industry, like any industry, “is not impervious to the threats pre-
sented by the world’s uncertain future” (Bennie et al, 2010, p. 1). However, for us to maintain 
relative climate stability and safeguard our planet from further degradation, “substantial 
reductions in the resource requirements of economic activities are necessary” (UNEP, 2011, 
p. 30).
 2.2.2 Sustainability and Fashion
Andrew Morgan (2015) explores these threats by investigating the ‘true cost’ of fast fash-
ion production, shedding light on the environmental, social, economic and future impacts 
of the industry’s consumption and waste. In his film The True Cost Morgan appeals to the 
compassion of all consumers, global corporations and fashion industry members by high-
lighting the global implications of our current ‘fast’ attitude towards fashion consumption. 
Morgan discusses key issues with the fashion system prevalent in most sustainable fashion 
literature: the exploitation of human rights, the long and short-term health risks and social 
implications of low-price production, the pollution and magnitude of textile waste created 
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as a result of this production, and the economic effect this level of consumption has on the 
future. Goldsmith (2015) asserts that in response to learning about these issues, consumers
do not want to “feel co-responsible for the indignities of low cost at any cost” (p. 161) mental-
ities toward consumption. The assertion highlights a developing demand in the consumer 
market for more sustainable alternatives to the current system, which indicates increas-
ing opportunity for designers, and fashion educators, to develop new business models and 
creative practices. 
Textile production contributes significantly to the world’s global waste problem, and fash-
ion designers have a moral responsibility to be part of a solution. Those with substantial 
public profile may use such a platform to communicate directly, which is one relatively 
straightforward avenue through which designers can discuss the issues associated with pas-
sive consumption of fast fashion products. Psychological research on consumption con-
firms that increasing levels of material wealth do not lead to an increase in happiness, in fact 
those who have highly materialistic attitudes “report lower levels of mental and physical 
well-being” (Tim Kasser cited by Thorpe, 2010, p. 8). For this reason, fashion designers who 
are made aware of the detrimental impact of high consumption on not only the world’s 
natural resources but additionally on human welfare, might assume a sense of responsibil-
ity to communicate the unsustainable nature of this behaviour to their consumers. 
Williams (2013), former chair of the Fashion Program at the Californian College of the 
Arts, notes that design education could profit from informing and equipping students with 
the tools to overcome the creative challenges posed by sustainability (Bang, 2016, Inter-
view; Woodward, 2007). Furthermore, Williams declares sustainable design curricula to be 
a ‘smart investment’ for student learning, adding that, in her opinion, such education is “the 
future of our [fashion] industry” (Phelan, 2013, para. 7).
 2.2.3 Fashion Education and the Opportunity for Change
Fashion education offers us an opportunity to question, experiment and propose viable, 
as well as radical, alternative ideas to “take us beyond what already exists”, as experts call 
for systemic change in how and what we teach and learn (Williams, 2016, p. 218). As this 
opportunity for questioning and testing presents itself to students once they embark upon 
their fashion education journey, so does a considerable obligation to develop the skills and 
knowledge needed to participate within an industry that is in the midst of transition to a 
model that prioritizes more sus-tainable fashion practices (Bang, 2016, Interview). Fashion 
companies today are seeking employees who not only hold competent applied design skills 
but also hold environmental knowledge (Richardson et al. 2005). This requires training to 
ensure that the student skill set not only reflects relevant current industry practices and de-
mands, but also, as I will claim, prepares them for its imminent shift to adopt a model that 
prioritizes more ethical and educational strategies. Throughout this body of work, I will be 
demonstrating how the role of the fashion educator necessarily involves critical reflection 
on what constitutes student learning, such as developing an awareness of the unique oppor-
tunity to which practicing fashion designers are privy. In time, students will be al-lowed to 
create connections between the stories they tell through their own practice and the knowl-
edge and attitudes of their potential customer. 
Education plays a key role in mitigating the impacts of issues associated with sustainability 
through informing design students of their responsibility for the greater life cycle of the 
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garments they create. Carolyn Strauss, founder of slowLab, notes that “introducing new 
contexts for fashion design to students, such as the effects of an environmental calamity on 
a particular community, can enable shifts and re-attunements in fashion awareness, sensi-
bilities and skillsets, from personal curiosity or career concerns towards self-preservation 
and community well-being” (Strauss, 2015, p. 54). From personal experience, working with 
fashion designers who have established routines, methods and industry connections can see 
temporary change result from their learning about sustainability issues in relation to fash-
ion practice. For these designers, more often than not, the decision to overhaul the methods 
and practices they follow, requiring them to establish new contacts and skills, can present as 
challenging, costly and time consuming. 
As Richardson et al. (2005) highlight, the challenge with sustainable design education lies 
with the means by which the industry could shift sustainable design thinking into main-
stream design thinking. In a report titled ‘Fashioning Sustainability’, UK based non-profit 
organization Forum for the Future lists eight key issues that require urgent attention in the 
clothing supply chain to alleviate the negative impact that the fashion production cycle cur-
rently has on the planet. However, amongst these eight key issues what is absent is a discus-
sion around how educating the designers of tomorrow enables them to be informed and 
equipped to find their footing when it comes to their eventual decisions as practitioners. In 
Williams’s opinion, the education space is perhaps the most important place in which pos-
sibility can be “guided and developed into the change that we need in the world” (Phelan, 
2013, para. 6).
Much of the focus to date has been on the role of design in creating more sustain-
able products, but a potentially more powerful and transformational role for de-
sign is at the other end of the spectrum – in influencing consumption choices and 
lifestyle aspirations (Richardson, Irwin & Sherwin, 2005, p. 12).
Since the 1970s, design education has been experiencing gradual adjustments, shifting its 
structure from that of a technically focused art school system to one creating courses that 
closely mirror “traditional degrees” ( James, 2007, p. 2).  The common teaching methods 
and practices currently employed within fashion education include lecture, tutorial and 
studio formats. Students are presented with information by a lecturer or studio leader, and 
in the corresponding tutorial or studio class they are then encouraged to unpack this in-
formation using both theoretical and practical exercises. This approach to fashion design 
teaching is often aligned with studio-style pedagogy and is used to support the growth of 
its students through their engaging with critical reflection, guided exploration, collabora-
tive practice-led design research and class discussion on topics and issues. Assessment tasks, 
similar to what Mackintosh discusses in regard to architectural pedagogy, are usually fo-
cused on gauging understanding of theory and content as well as skills that have been learnt 
(Mackintosh, 2014). 
James Gustave Speth, an ex-US advisor on climate change, reflecting on environmental is-
sues in an address to American evangelicals and environmentalists stated, 
I used to think that top environmental problems were biodiversity loss, ecosys-
tem collapse and climate change. I thought that thirty years of good science could 
address these problems. I was wrong. The top environmental problems are self-
ishness, greed and apathy, and to deal with these we need a cultural and spiritual 
transformation. And we scientists don’t know how to do that (Wilson, 2013, p. 35). 
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Whilst Speth refers to cultural and spiritual transformation, educational transformation is 
fundamental to this change. Engaging students in conversations about sustainability at the 
learning phase of their design journey has a greater chance of influencing their decisions 
about practice methods, at a time when they are forming their ideas and connecting these 
with their values and experiences; they are in an ideal environment to challenge their re-
ceived skillset, learn new things and take on new ideas. Transformative education practices, 
in particular, are the means by which we can encourage a shift in perspective amongst our 
students, when it comes to informing their fashion practice behaviours. This research con-
tends that fashion educators find themselves in a position of opportunity from which to 
encourage students to assume new ideas, challenge old assumptions and shift their perspec-
tive on fashion practice and consumption.
In their paper ‘Interacting Pedagogies: A Review and Framework for Sustainability Educa-
tion’ (2019) Papenfuss et al. demonstrate that the contention of this research is emerging 
as an area of interest to the broader research community. They state that “more clarity is 
needed about pedagogical approaches” that seek to innovate along the themes consistent 
with the Sustainability Design Goals5  of transformation and emancipation, in order to en-
courage students to “become innovators that change existing structures and systems” (p. 1). 
Papenfuss et al. continue by stating that “institutions of higher learning are expected to play 
a pivotal role in a global shift toward sustainability” (Papenfuss et al., 2019. p.2). 
See Chapter 4 A Study of Transformative Fashion Education in Practice for a more in-depth 
discussion on fashion education in practice.
 2.2.4 The Nature of Change
The key notion of transformation discussed within this research draws upon literature 
on transformative learning theory, and its associated teaching strategies, as a theoretical 
framework through which to examine fashion education methodologies, employing multi-
ple methods to explore a range of professional perspectives. A definition of the term ‘trans-
formation’ relevant to this work has been established through an examination of the work 
of pioneering American environmental scientist, teacher, and writer Donella Meadows. 
Transformation, transformative learning and transformative practice are all key terms used 
throughout this research project, in reference to fashion practice and education. It should 
be noted that in fact the definition of transformation, in respect to this research, is in re-
lation to what we perceive ‘normal fashion practice’ to be, and how we can contribute to 
changing it. In this chapter, the origins and evolution of fashion practice are explored and 
contrasted against more contemporary, and in some cases, change-oriented forms of prac-
tices. This shift in perspective from the familiar to the unfamiliar is where transformative 
practice lies.
Donella Meadows describes the idea of transformation as situated in the space of mastery 
over paradigms (Meadows, 1997), believing that transformation occurs when we experience 
a “shift in the way we view the world and its systems in order to correct our course” (Mead-
ows, 2012, p. xi). This shift in perspective affords us the ability to move beyond set ideas or 
patterns of thought established over many years of cognitive development. In 1996 Mead-
ows founded the Donella Meadows Institute in the United States, with the mission to bring 
economic, social and environ-mental systems “into closer harmony with the realities of a 
finite planet . . . [and the human race]” (Nina, 2016, para. 1), by engaging with systems
5. “The 2030 
Agenda for 
Sustainable 
Development, 
adopted by 
all United Na-
tions Member 
States in 2015, 
provides a 
shared blue-
print for peace 
and prosperity 
for people and 
the planet, 
now and into 
the future. 
At its heart 
are the 17 
Sustainable 
Development 
Goals (SDGs), 
which are an 
urgent call 
for action by 
all countries 
developed and 
developing 
in a global 
partnership. 
These goals 
were adopted 
at the UN 
Sustainable 
Development 
Summit in 
New York in 
September 
2015” (para 1.
United 
Nations, 
“Sustainable 
Development 
Goals”, www.
un.org)
32
thinking, system dynamics and collaborative learning. This idea of collaborative learning 
is an important component of the educational approaches that underpin transformative 
learning experiences. Students are encouraged to collaborate with classmates as well as 
their community in order to ground their learning in a relevant, pre-existing environment 
(Singh, 2012). This helps students to associate real-life scenarios with their learning, and 
thus critically reflect upon and visualize the actual repercussions of their choices.
In addition to Meadows’ work, transformative learning theorists Edward Taylor & Patricia 
Cranton (2012) argue that while a person’s understanding of transformative learning may 
differ depending on their context or situation, the outcome is the same: “a deep shift in per-
spective” (p. 3). Consequently, this shift opens us up to “better-justified” perspectives (Mezi-
row, 1978). In contrast to Mezirow (2009), who describes the process of transformation in 
learning as “transforming existing ways of thinking and doing” (p.101), Meadows’ definition 
alludes to a focus on the future rather than looking to the changing of past behaviours. This 
idea of correcting our course through the experience of a shift in perspective on the world 
and its systems corresponds with the basis for this research work and its focus on the ways in 
which educators are enabling a shift in student perspective through the use of transforma-
tive learning tools.
A theoretical discussion about transformation and its connection to fashion practice and 
education would not be complete without considering a recent interpretation of the work 
of Gilles Deleuze on the philosophy of becoming, a practice concerned with transforma-
tion and change (Smelik, 2016). Deleuze describes the process of becoming as involving 
repetitions with a difference. Smelik elaborates by explaining that through executing each 
of these repetitions with slight difference each time (gestures, thoughts, manners) one can 
“differ from what one was before” (p. 167) and thus creatively undergo a continuous process 
of creative transformation. This notion of becoming sees human identity as taking a ‘fluid 
and flexible’ form in life, a form that lends itself to adapting to new directions and thus a 
change in perspective. Through his interest in understanding not what an object means 
but what it does, in terms of the effects it has, Deleuze’s philosophy can translate to fashion 
practice through a questioning of ‘What does fashion do?’ (Smelik, 2016) and ‘How can we 
use knowledge of how it affects people to adapt to new future directions?’ 
In this chapter, in Thinking Through Fashion (Rocamora & Smelik, 2016), Smelik discusses 
how Deleuze’s theory of transformation can be transposed to fashion, re-appropriating 
questions that explore ideas of dress, identity and the fashion system. Smelik, in discussing 
the notion of ‘multiple becomings’ and the transformation that involves moving beyond 
the ‘fixed and confined self’, examines Deleuze and Guattari’s critique of the ‘you’ as an 
‘ego-centred, self-aggrandizing, nar-cissistic entity’ and how the limits of this entity can 
be surpassed to include a greater and even all-encompassing context. Applying this idea to 
thinking about sustainable fashion theory, one can see how this shift in context from a nar-
row-minded focus allows for a more unified, collaborative and holistic approach to fashion 
practice to develop. Adopting this idea of ‘multiple becomings’ encourages, as Smelik notes, 
the stretching of boundaries in the development of a universal outlook, one that could be 
applied to sustainable fashion practice. Applying the same ‘universally focused’ outlook to 
fashion encourages practitioners to consider the communal implications of their actions, 
which as a result places emphasis on their current and future impact on the greater ‘you’. 
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This perspective emphasises thinking about ‘what fashion does do’ in contrast with ‘what 
fashion can do’, reconsidering fashion not as a singular isolating practice but as a collective 
movement focused on growth through transformation.
Whilst Smelik does not explicitly link Deleuze’s theory with fashion education for sustain-
ability, her appropriation of his work can be successfully adapted to the field. The key ele-
ment of Deleuze’s philosophical exploration of transformation and metamorphosis that 
can be carried across is the idea of ‘becoming-world’ (Deleuze & Guattari, 1994). When ap-
plied within a fashion context, Smelik’s appropriation of Deleuze’s thinking on the ‘prevail-
ing regime of effect today’ enables us to examine the ways that fashion designers experience 
“critical engagement with our times” or “a new orientation towards the future” (p. 180-181). 
The answer to Deleuze’s line of questioning may lie in engaging fashion designers of the 
future through the development and use of transformative fashion teaching practice in the 
present.
 2.2.5 Design Education and Change
Today, dramatic transformation happens in global economies and societies. The 
consequent changes that characterize organizations and companies and the com-
plexity of problems from a social and environmental point of view put education 
in the need for a transformation itself (Bertola, 2018. p.9)
It has been argued that transformative learning and its associated teaching strategies sup-
port opportunities for students to grow through critical reflection and collaboration, with 
an emphasis on participation, collective inquiry, and reflective learning (Mezirow, 2009; 
Taylor & Cranton, 2012). I will show that many of these strategies are already utilized by 
fashion educators in studio-based learning environments. Ordinarily, the studio-based 
learning environment involves a combination of theoretical, technical and hands-on learn-
ing to familiarize students with reflective methods, such as responding to presented infor-
mation through discussion, writing, journal annotation or design. Collaborative practice 
can also feature in the studio learning space, as students are often introduced to design chal-
lenges to which they respond through working in groups. Whilst many of these methods 
may be common practice found within most fashion studio-based learning environments, 
their link to Transformative Learning Theory (TLT) and an understanding of the potential 
for applying this theoretical framework to fashion education, to increase student engage-
ment with issues of sustainability in fashion, has not yet been established. In addition to a 
study of current fashion programs and their engagement with teaching strategies associated 
with TLT, this research has examined existing literature on TLT in the field of architectural 
education, to understand its implementation and how this could be adapted within fashion 
education. Influential within this area have been the works of researchers Lara Mackin-
tosh (2014) and Amanda Woodward (2007), who both discuss the relationship between TLT 
and sustainability through the lens of architectural education. In addition, ‘Kahn at Penn: 
Transformative Teacher of Architecture’, written by James Williamson (2015), alongside 
Robert McCarter’s 2015 review, have aided in providing historical context to Mackintosh 
and Woodward’s work. 
In her doctoral thesis, ‘Sustainability and Architectural Education: Transforming the Cul-
ture of Architectural Education in the United States’, Woodward (2007) presents a case study 
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of Ball State University’s Architecture Program in order to examine the efforts to imple-
ment sustainability initiatives over a fifteen-year period. Woodward seeks to highlight the 
need for change in architectural education in order to adapt to the contemporary demands 
of entering students, who “increasingly expect that environmental and related social issues 
will be addressed within their education” (Woodward, 2007, p. 2). Woodward’s study re-
sulted in the identification of a link between the success of education programs generating 
sustainable behaviour with the application of teaching strategies (identified by Kasworm 
and Bowles, 2012) associated with TLT. Similarly, Mackintosh (2014), in her paper ‘Just Do-
ing It: the role of experiential learning and integrated curricula in architectural education’, 
comments that the teaching of design in architecture incorporates many of the elements 
key to transformative learning, a point which can also be applied when talking about design 
in fashion. 
The fashion design journal, a working folio used to document coursework, acts as a founda-
tion for critical reflection through the process of design development and its accompanying 
written annotation. Alison James (2007) observes, through her research into fashion teach-
ing within various programs at London College of Fashion, that many educators associate 
reflection with fashion design processes such as journaling, annotation, pattern drafting, 
draping fabric onto the stand, marking onto the fabric, etc. These stages of design practice, 
and the opinions held by many of James’ (2007) interview participants, are congruent with 
Jarvis’s (1987, 2001) distinction between non-reflective (remember and repeat) and reflective 
(plan, watch, and reflect on the experience) models for learning from experience. It could 
be concluded that these fashion design processes also employ both non-reflective and re-
flective learning in different ways. 
There are various key learning environments that transformative learning theorists agree 
are conducive to fostering transformative experiences. In her paper ‘Just Doing It....’, Mack-
intosh (2014) identifies the four main contexts within which learning takes place: the built 
environment (the university), the natural environment (informal learning context), the so-
cial context of learning (learners), and the educational context for learning (curriculum, 
content, pedagogical approach). According to Mackintosh (2014, p. 1) these contexts for 
learning, coupled with the participating learner and the consequent interaction taking place 
within the system, have the ability to contribute to ongoing change. This perspective is also 
held by experiential learning theorists Kolb and Kolb (2005) who list ‘interaction between 
the learner and the environment’ as one of their six general propositions of experiential 
learning theory. Additionally, Mackintosh (2014) elaborates on the importance of the rela-
tionship between the learner and their environment, asserting that the individual learner 
has the ability to change their reality through their behaviour; a behaviour that is, according 
to Walden (as cited by Mackintosh, 2014, p. 1), “determined by their social and physical en-
vironment”. TLT is interested in how the learner’s environment can be utilized in order to 
create a setting that is conducive to shifting perspective and altering paradigms. As Mackin-
tosh notes, this approach recognizes the learning experience as a complex system. 
To advance the discussion of architectural education and its adoption of transformative 
teaching, a review of architect and educator Louis I. Kahn’s work, is useful. Kahn, who en-
deavoured throughout his career in teaching to “articulate the mysteries of the design pro-
cess” (McCarter, 2015, p. 239) for his students, and at a later stage for the field of architecture 
overall, was known for an unconventional educational philosophy influenced by the 
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Parisian academic architectural style of the École des Beaux-Arts. Kahn was known to bring 
his commissions into the university studio, and as a result his students were assigned to pro-
fessional tasks and afforded opportunities to work on major projects (McCarter, 2015). This 
engagement with real life professional practice allowed students to anchor their learning in 
reality, presenting challenging scenarios for them to navigate within the studio facilitated 
by Kahn. This environment allowed students to see themselves as collaborators rather than 
students, working within a design team alongside their teacher. As a result, Kahn’s teaching 
influence was significant on both his students and the “future course of architectural prac-
tice and education” (Williamson, 2015, p. iv).
Like many of the educators who took part in the interview series for this project, Kahn’s ini-
tial experience as a teacher was acquired outside of academia. Rooted in his experience of 
architectural practice, Kahn’s pedagogy was informed by the Socratic method of question-
ing and the Talmudic tradition of the parable and the paradox (Williamson, 2015). Engaging 
with these methods through his teaching encouraged students to prioritize the process of 
questioning as the essence of any assignment. Questioning through reflection and discus-
sion are key elements embraced by transformative teachers, leading to an investigation of 
student attitudes and values in order to encourage personal evolution, strategies that Kahn 
also encouraged in his practice. As Williamson (2015) notes, Kahn was concerned with the 
role the architect plays in society from a moral perspective. Advocating for the importance 
of authenticity and moral values through a process of questioning, Kahn challenged many 
prevailing views within architecture, supporting a redefinition of the architect’s role in soci-
ety. This body of work, much as Kahn did through his own practice in many ways, advocates 
for a redefinition of the fashion educator’s role in fashion pedagogy. Just as Kahn believed 
the architect should be considered an artist as well as a “professional solver of problems” 
(Williamson, 2015, p. 21), this research argues that the fashion designer be given the op-
portunity to consider the social responsibility connected with their role and to contemplate 
where and how they should apply their practice within the social domain.
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2.3 The Evolving Forms of Fashion Design Education   
 2.3.1 A History of Fashion Design Education  
Literature on the topic of fashion education exists in a number of forms. One is that of a 
broad discussion about the fashion education journey as a preparatory information guide 
for the potential fashion student, explaining the steps involved in fashion design practice 
(range planning, collection development, prototyping...) as well as descriptions of the pos-
sible role’s students can expect to apply for. Another form is more theoretical in nature, 
discussing the role fashion education plays, for example, within the context of education for 
sustainability, often closely aligned with theories of design for sustainability and issues sur-
rounding sustainability and fashion. Finally, fashion education may be discussed indirectly 
through literature relating to design education, wherein references to historical growth and 
the use of creative practical strategies may be considered within a more general conversa-
tion about design pedagogy. Furthermore, this section will be reviewing literature on fash-
ion education as a studio-based pedagogy.
Alain Findeli’s 2001 work, ‘Rethinking Design Education for the 21st Century...’, sits in the 
category of literature indirectly addressing fashion education through a broader discussion 
of historical and contemporary design education. Findeli examines the evolution of design 
education from that of applied to involved science6,  unpacking the historical development 
of design theory to reveal that design thinking has roots in the nineteenth century design 
education models and, as he admits, “must be considered as outdated today” (2001, p 9). By 
presenting an argument regarding the means by which design education could transcend 
its nineteenth century limits, Findeli stresses consideration of anthropology and cosmol-
ogy as frameworks from which to build a design curriculum. Through such consideration, 
design responsibility could be integrated into the curriculum in order to alter the systemic 
view of what to expect from a design project outcome, moving away from the assumption 
that it should be an artefact (e.g. garment) (Findeli, 2001). Shifting a student view of fashion 
practice from a product-driven to potentially action-based presents additional opportu-
nities for creation, problem solving, collaboration, reflection and alteration, encouraging 
a departure from what may have acted as a constraint on the imaginative capacities of a 
student in the past. Expanding the expectation of student outcomes beyond making al-
lows room for the discovery of the designer’s preferred processes, values and responsibility, 
which students should be conscious of each time they engage in a design project (Findeli, 
2001). A subject which Findeli feels especially strongly about is that “some kind of moral 
education must be included in the design curriculum, so that the moral consciousness of 
every student is increased... Our research tends to show that aesthetic and moral dilemmas 
or decisions are structurally congruent. Therefore, aesthetic education could contribute to 
moral literacy” (p. 14).
In a review of literature on significant moments in the history of fashion design studio 
pedagogy, it is important to glance back to 1840, to the foundation of the world’s first docu-
mented fashion design school. There is not a lot of literature that exists on Alexis Lavigne, 
founder of what is now known as ESMOD, and his perspective on the practice of fashion 
education. The following information has been gathered from sources associated with or 
printed by ESMOD International fashion school, in addition to a small number of com-
plementary fashion history re-sources (Ormen, 2011; Arbuckle & Sterlacci, 2008; Walter-
Bonini, 2016). Guerre-Lavigne, currently known as the École supérieure des arts
6. Findeli 
writes that, 
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design theory 
discipline 
embraced two 
paradigms, 
rooted in 
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the rationale of 
design think-
ing: applied art 
and applied 
science. Instead 
of applied 
science, Findeli 
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bedded science 
as a manner to 
consider how 
scientific in-
quiry is carried 
into the field 
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(Findeli, 2001).
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et techniques de la mode (ESMOD), founded by Lavigne in 1840 in France (ESMOD, 2016; 
Amed, 2016; Arbuckle & Sterlacci, 2008; Ormen, 2011), was the first documented school to 
offer a formal fashion education. Just over 100 years after its foundation, ESMOD opened 
its doors to international students in the 1990s, and today it is made up of 21 schools scat-
tered over 14 countries, which, as noted on Business of Fashion’s ‘ESMOD Profile Page’7, cre-
ates opportunities for its students to engage in exchange programs not only within these 21 
schools but also with other partnering institutions around the globe (Amed, 2016). However, 
whilst the school has experienced extensive change since its opening over 170 years ago, 
ESMOD, and in particular their International General Director Christine Walter-Bonini, 
attributes its key strength to expertise in innovation not diversity, providing curriculum 
that covers a “full range of the fashion industry’s demands, as it has been doing for over 170 
years” (Walter-Bonini, 2016, para. 2). 
 The Origin of Working on the Stand8 
According to their publicity material, ESMOD was founded in the nineteenth Century 
when Alexis Lavigne, a renowned master tailor, witnessed change erupting in fashion stores 
around Paris. Simple, ready-to-wear, ‘common’ garments were available in store for pur-
chase, which revolutionized Lavigne’s perspective on fashion practice. The introduction 
of industrialized production democratized access to fashion, something which had been 
formerly reserved for an elite few who could afford to enlist the services of a tailor or cou-
turier. In addition to benefiting from newfound access, 1840s France was in the process of 
standardizing a system of measurement in order to apply Alphonse Bertillon’s anthropo-
metric system across all disciplines (ESMOD,2016). This would, in turn, facilitate the mass 
production of clothing, further shaping the evolution of consumer experience, access and 
consumption. With his background specializing in handcrafted manufacturing, and as a 
means to reduce time within his design process, Lavigne used the ‘mechanical corset’, an 
adjustable undergarment which could be used to take a client’s measurements, along with 
paper ribbons marked with scissors to indicate measurements (ESMOD,2016). In step with 
the movement away from customization, Lavigne standardized these forms and offered a 
range of mannequins in various shapes and sizes (ESMOD, 2016). 
The methods of design and production that grew from creating and using these time sav-
ing creations informed Lavigne’s teaching practice. The four fashion schools selected for 
comparative analysis within this research all employ teaching practices that work with de-
signing on and for the stand, whilst also utilizing the time saving benefits of the measuring 
tape. This practice has become what fashion practitioners now consider to be a traditional 
and well-established approach to the fashion design process. Alexis Lavigne also became 
the first to publish a cutting method based on his technical approach to fashion design 
(ESMOD, 2016). Lavigne published this method not only in his native French language but 
also in German and English and consequently Lavigne’s technique became widely known. 
Lavigne’s unique method for tailoring prioritized starting with measuring the client’s body, 
using exact rather than approximate measurements. After just one fitting, according to ES-
MOD’s archival collection of Lavigne’s work (ESMOD, 2016), Lavigne would build a muslin 
mold of the body according to its measurements, and from this he would produce the final 
garments. 
If we fast forward from the 1840s to a study of contemporary teaching methods, the first-
year program at ESMOD employs similar procedures as those documented by Lavigne in
7. ESMOD 
Profile 
Page, on the 
Business 
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https://www.
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order to allow students to learn the notion of volume. Through creating bust castings, stu-
dents are able to understand the transfer of measurements and shapes into two dimension-
al drawings, which helps establish a foundation for pattern making skills (ESMOD, 2016). 
Many fashion schools emphasize the teaching of this method of working from the stand, 
as a way to familiarize the student with the process of moving from working with paper to 
working on the body. At RMIT University in Australia, first year students have been instruct-
ed to construct their own half scale mannequins as a method for introducing this fashion 
practice to them, on a smaller, more manageable scale. These mannequins, incidentally, 
can help reduce waste and time by minimizing the design students’ working area, which in 
turn introduces students to design methods, such as drape, in an economical and approach-
able way. Studio practice, as described by the Bachelor of Design (Honours) course over-
view (RMIT, 2019), involves unique and immersive learning experiences that challenge stu-
dents to develop innovative solutions to design problems. This learning takes place within 
a “state-of-the-art studios and teaching facilities on industry-standard machines”, engaging 
students with “case studies, problem-based learning and reflective techniques such as keep-
ing blogs and design journals” (RMIT, 2019, para. 5). 
Unlike today, the breadth of establishments offering a fashion education historically was not 
extensive. Many of the fashion designers who established themselves as practitioners prior 
to the mid 1990s received training in the arts, and not necessarily within the specific domain 
of fashion. Whilst the first fashion school may have been established by Lavigne in the early 
1840s, many historically renowned fashion designers such as Mariano Fortuny (1871-1949), 
Elsa Schiaparelli (1890-1973), Jean Patou (1880-1936) and Charles Frederick Worth (1826-
1895), received no formal training in fashion design; instead they employed existing skills 
learnt from similar fields such as millinery, painting or sculpture and applied this to the 
development of their fashion practice. It was only as the fashion labour market developed 
that the requirements of the recruitment processes tightened, resulting in the emergence of 
education and training as key conditions of access to the market (Divert, 2012).
These changes provide some insight into the development of students’ pedagogical and ca-
reer expectations from their education in fashion design, which in turn highlights the need 
for a transformation of those expectations. In his work on the market of fashion education 
in France, Divert (2012) discusses the growing popularity of fashion studies amongst young 
people and the widening gap that has been created between the demand for this education 
and the vacancies currently available in the industry. Divert (2012) uses Lavigne’s history 
in fashion education as a model to illustrate the growth of interest and the corresponding 
change in the education system throughout the 1970s. As Divert notes, more public and pri-
vate higher education institutions at this time progressively introduced teaching in the field 
of fashion studies and simultaneously expanded their reach from Paris to greater France, 
and since 1984, Internationally. 
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 Contemporary Fashion Education 
Fashion design has its foundation in the design and production of garments. Text-
books speak about silhouette, line, texture and rhythm, contrast, balance etc. re-
spectively as central elements and principles of garment design. These notions re-
fer to basic formal and expressional aspects of garments and clothing as such. But 
fashion design is not only a matter of expressing the functions of clothing or the 
form of garments, what we do, in some sense, is also to express people, i.e. to define 
the way in which they present themselves to us. Garment making becomes world 
making as we define wearing intentions (what we do dressing and wearing) through 
wearing expressions (what garment does dressing and expressing us) (Thornquist, 
2017, para. 1).
As a practitioner, entering the realm of fashion education for the first time in 2014, I found 
there to be inadequate literary support available on fashion teaching practice. To enable a 
deeper understanding of my new professional identity, I needed insight into my respon-
sibilities and strategies for how I could prepare students for the current demands of the 
industry whilst simultaneously readying them for potential future opportunities around 
sustainable fashion practice. Whilst information gained from literature on education for 
sustainable development and on sustainable fashion practices proved beneficial in planning 
for the initial stages of my professional transition into the classroom, it did not adequate-
ly satisfy my interest in understanding what fashion-education-specific strategies I could 
employ to facilitate meaningful learning experiences for my students. It was only through 
identifying the symbiotic relationship between the concept of change, the future of fashion 
practice and the issues presented by sustainable fashion researchers that I began to look 
into learning theory centred on challenging student perspectives through re-developing 
the role of the educator and evolving the student perspective in the process. This process 
was serendipitous, and completely inspired by my post-graduate research journey, without 
which I feel I may still have been borrowing techniques, inspiration and strategic teaching 
advice from creative domains other than fashion. 
Whilst this research confirmed for me the presence of a shared global awareness and readi-
ness for change in regard to fashion education and practice, design education as we under-
stand and practice it today is a very recent development (Findeli, 2001; Lawson, 2005). Dis-
cussing architectural and product design education, Lawson (2005) in How Designers Think… 
notes that the history of design education illustrates a gradual move from the workplace-
apprenticeship style learning environment to a formalised educational setting such as the 
studio or classroom. However, whilst it may be recent in educational terms, the model that 
most fashion institutions have used as a point of reference in creating their curriculum is a 
dated model in need of re-evaluation. 
Closer examination of the historical origins of fashion education shows that many of the 
strate-gies used within the studio today have their roots in nineteenth century ideas. The 
very first pedagogical model for education was known as applied art, sometimes referred 
to as the industrial arts (Findeli, 2001). Findeli discusses the journey design education has 
taken from its origins in applied (or Industrial) art to involve scientific models, and there 
are a number of practitioners who are working towards developing their students’ learning 
experience through stimulating strategies adopted from a variety of disciplines that exist 
outside of the fashion context.
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In order to encourage debate around education and research and to question how knowl-
edge and learning take place in differing contexts, Professor of Fashion Design at Sweden’s 
University of Borås, Clemens Thornquist, has published a series of pictures of classrooms 
from around the world in order to lead the viewer to imagine how teaching is conducted, 
what its purpose in these settings could be, and how this impacts the students in both the 
short and long term. In this way Thornquist allows us to envision the learning journey, with-
out providing us with explicit direction and with only the slightest suggestion of that jour-
ney captured in the images. This documentation of the contemporary learning environ-
ment helps and empowers educators to provide their own interpretation of what happens 
in these spaces. As Thornquist notes, “it is a strength housing artistic activity and thereby 
enabling the mediation of perspectives to societal issues and phenomena that in different 
ways capture opportunities as well as challenges” (Thornquist, 2018, p. 7). 
Just as Thornquist captures the learning environment in its varying forms in order to gen-
erate ideas and conversation regarding the different contexts that design learning can in-
habit, Salama et al. (2007) prompt discussion around the advantages and disadvantages of 
teaching techniques associated with studio style pedagogy. They propose a formative con-
ceptual framework for models of teaching strategies in fashion design courses, a framework 
conceived through research studying teaching strategies employed at selected public and 
private institutions in Malaysia. This research, whilst presenting a model for development 
that focuses specifically on cultivating the skills fit for industry, does not identify how it aims 
to enhance student learning experiences and skills acquisition.
 The Educator
A review of the works of Steven Faerm9  (2012, 2014, 2020) on the evolution of fashion 
design education and his discussion of how to build best practice reveals that, to ensure 
productive student interaction and in turn an understanding of the critical issues of what 
sustainable fashion practices are and how they might be employed as a design framework, 
fashion pedagogy must adopt a broader view of how the larger fashion system is perceived. 
The field of art and design education is preparing for this new landscape by rethink-
ing the role future designers will play (Faerm, 2012 citing Wax, 2010). Academia has 
begun to question how it can prepare students. What new skill sets will be needed 
for the shifting professional landscape? How can our programs and graduates pre-
pare for a future that is so highly unpredictable? (Faerm, 2012, p. 212)
There are schools of thought who believe that due to the different skills required to design 
clothing and teach students, all fashion educators should gain the latter skills before being 
considered qualified to teach at the tertiary level (Faerm, 2012, 2014). However, both this 
research and my experience shows that the fashion education system is populated with 
practitioners operating within the teaching space who do not identify as educators, aligning 
instead with their practice (fashion designer, fashion researcher, etc). The practitioners who 
took part in the interview series, with little formal education training, are working to pio-
neer strategies for teaching students about critical issues surrounding the future of fashion 
practice and are experiencing constructive results doing so.
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 The Importance of the Studio
Literature on design education and its evolution from the Beaux Arts to the Bauhaus mod-
el describes how a student’s prior learning experience, in conjunction with skills acquired 
through studio style learning, leads to the creation of form (Habraken, 2007). The range of 
what is taught within the studio environment, however, is limited by the teacher’s experi-
ence, inclinations and knowledge of fashion practice. In considering Habraken’s argument, 
the point can be made, for the purpose of this research, that whilst the student has the 
ability to question and challenge the educator within the studio, the brief and direction 
of the learning journey is curated by the educator and will be in line with their preferred 
pedagogy. The educator within the studio pedagogical setting is the agent through which 
change of perspective can be instigated; the educator in this context has the ability to cre-
ate an environment conducive to transforming a students’ under-standing of their role and 
behaviours as a fashion practitioner. 
In Design Studio Pedagogy: Horizons for the Future, Habraken (2007) discusses the strengths 
and weaknesses of studio pedagogy within architectural education. According to Habraken, 
from the perspective of a student and educator, the studio demands a fixed outcome, “com-
pleted by a single student who is encouraged to act unrelated to what others do” (p. 14); this 
insight can be readily adapted from architecture when examining studio-style pedagogy 
in fashion. Regarding learning within the fashion studio, its development could likewise 
incorporate the redistribution of design responsibility, the examination of values, and em-
brace change in the participants’ attitudes so as to expect this from their studio learning 
experience.
Currently, the studio is a place for students to experiment with practical knowledge they 
have developed over the course of their degree. This experience is led by the educator to 
apply new knowledge and techniques to create, for the most part, outcomes familiar to tra-
ditional fashion practice; a single garment, a range of garments forming a micro collection, 
a collection, or a body of sample garments. Customarily, undergraduate fashion design stu-
dents are encouraged to use the final outcome of their studio learning as a means to express 
the process of research and development that has been undertaken to conceive and create 
their garment. Often missing from this process, from my own experience and observations 
teaching in a studio environment, is encouragement for students to align reflection on their 
final outcomes and the preceding conceptual development, with their own values and per-
sonal experiences, alongside a broader reflection on the significance and value of fashion 
in the future. 
Educators can incorporate opportunities for students to address their own beliefs and val-
ues at various points through the course; the studio brief can be created to outline the inten-
tions for the course and the outcomes be used to convey the importance of these design in-
tentions. Educators can also embrace class discussion as a time to facilitate students’ critical, 
personal reflection, to unpack the importance and impact that uncritically accepted values 
can have on student engagement and practice. Incorporating these conversations into class 
discussion as well as through the studio brief encourages students to engage both a personal 
and a professional understanding of how their fashion practice can evolve to become an 
extension of as well as a vehicle for their own commentary on the social, cultural, political, 
environmental or economic issues they feel passionately about.
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Whilst renowned fashion designers of the twentieth century may not have received formal 
training in design, Jenkyn-Jones (2011) observes that very few fashion designers today are 
able to succeed in such a demanding industry without preparation. In her book Fashion 
Design, aimed at promising fashion design students, Jenkyn-Jones (2011) provides insight 
into the fashion industry system from a traditional perspective as well as the potential roles 
available to people seeking to work within the industry. Jenkyn-Jones asserts that a degree 
in fashion design can be beneficial for those looking to secure a position in such a competi-
tive industry, arguing that through higher education students are equipped with industry 
required skills, training and contacts which make them a valuable asset for future employ-
ers. 
Students can learn technical skills. They can be shown how to apply fabric on the stand and 
taught principles for how to best execute an idea. They can be supported to develop con-
fidence in sharing their ideas, even challenging their peers and trainers. They can acquire 
methods for constructing new perspectives as a result of these collaborations. As educators, 
we can even play a role in the students’ realisation that it could be fit to take responsibility 
for the implications of their practice.  As Jane Rapley, former Head of College at Central 
Saint Martins, observes in an interview for Another Magazine, fashion can be taught, tech-
nical and transferable skills can be enhanced and imagination can be embraced, however “...
you can’t in the end teach them how to make decisions about what they choose for them-
selves. And that’s where the talent lies, the talent of picking, out of what they see, something 
that they can make into their own recipe” (para. 9). With this observation Rapley indirectly 
highlights the importance of exposing students to diverse conversations, professionals and 
their practices, environments and methods for practicing in order to provide them with 
a broader understanding of what their contribution could become and of the industry to 
which they will be contributing. Considering that students leave the classroom taking with 
them their new-found skills and knowledge, the time educators have with students is crucial 
in providing them with the means to be able to make decisions for themselves.
Whilst these various approaches make important contributions to our understanding of 
fashion education, a sustained analysis and discussion of the fashion educator’s role and a 
sense of their responsibility has yet to be presented. Without addressing these factors and 
their impact on the learner’s experience, an idea of how to adequately utilise the learning 
space to enact perspective change cannot yet be fully appreciated.
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2.4 Fashion Education, The Fashion Educator and The Future 
 2.4.1 Fashion Education’s Role in Designing for Change
Tertiary fashion education institutes were established to provide emerging fashion practi-
tioners with the tools and skills needed to prepare them for a career within the fashion in-
dustry. Whilst these tools and skills have evolved over time alongside the “profound muta-
tions in the industry”, they have not necessarily developed beyond the traditional model for 
fashion practice and pro-duction (Ormen, 2011, p. 7). The fashion education space needs to 
lead the changes brought about through the evolution of alternative methods and processes, 
rather than respond to them. However, fashion education has not experienced the growth 
required to encourage new learning and teaching strategies to emerge, strategies that push 
outcomes beyond garment or collection-based ideas. Alternative modes of fashion practice, 
outcomes geared towards revisiting the structure of fashion production systems, promise 
to reinvigorate and empower students to carve out new roles for themselves, roles that are 
unique to their specific set of values and desires for contribution. 
Alain Findeli (2001) argues that design educators still operate with an understanding of the 
profession that has not grown since its conception in the nineteenth century, concluding 
that this generally “safe, quiet and serene” landscape, is in need of renewal (p. 5). Developing 
Findeli’s perspective, there has been a focus within fashion education on the immediately 
translatable value of the skills developed during a student’s degree so as to increase the 
likelihood of employment post education. Thus, there has been a tendency to use employ-
ment rates to act as a promotional tool to increase student intake and determine the style of 
tuition taught to students. This system, which emphasises student industry placement as its 
ultimate goal (as a means to then guarantee further demand), is faced with the pressure for 
change, and as Findeli (2001) alludes, in order for students to maintain their relevance upon 
exiting educational programs, they too need to prepare for shifts in demand and equip 
themselves with tools applicable for the future of fashion practice. 
The practice of fashion education has evidently taken its cues from systems and structures 
adopted by other creative disciplines, especially architectural education. In my own prac-
tice, when seeking inspiration for studio workshop ideas, or even strategies for teaching, 
I have often repurposed papers written about architectural education and translated the 
content over to the field of fashion. This inspiration may have been misguided, as Salama et 
al. (2007) note that from an academic perspective architecture “was always (and still is) re-
garded essentially as a fine art in which principles of a formal composition stemming from 
classical traditions are considered to be of greatest importance” (p. 4). However, according 
to Findeli (2001), current design education generally is based on an antiquated idea of crea-
tive arts training, a model which no longer sufficiently prepares students for the broader 
social responsibility they assume as design practitioners. 
As global environmental temperature patterns change, so does our attitude toward con-
sumption and creation. The Business of Fashion’s Global Fashion School Ranking system 
(Amed 2015, 2017) included ‘environment / sustainability course satisfaction’ as an area of 
assessment in the teaching component of their ranking methodology. This indicates that 
fashion institutes are being assessed on their ability to include teaching on sustainability 
within their fashion curriculum, demonstrating that the demand for student learning about
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environmental issues, led by public demand through fashion media and echoed by stu-
dents, is coming to be seen as an essential component of fashion education. On a global 
scale, perspectives are shifting and there is evidence that fashion industry members, along-
side the general public, are realising the finite nature of the world’s resources, and our learn-
ing systems should be adopting methods capable of responding to these shifts (Salama et al. 
2007). The documented environmental and social impact of the fashion industry, through 
its pre and post-consumer waste output, coupled with the global uncovering of unsustain-
able and unethical working practices within garment production systems, indicates that the 
current system for producing fashion, as it stands, is no longer viable (Kozlowski, Bardecki 
& Searcy, 2012; Rissanen, 2013; Fletcher, 2008; Tham et al., 2015, Niinimäki, 2013). We must 
be conscious of the impact our chosen methods of practice have on the resources available 
to us; as the Freshwater Manager for the WWF, Christine Colvin notes, we are in a time now 
where the patterns of the past are no longer an accurate guide to the future (Watts, 2018).10 
The textile industry uses more water throughout all its processes than any other industry 
aside from agriculture (Niinimäki, 2013; Chen & Burns, 2006). 
Perhaps it is an indication of the time in which we live today, that we have the luxury to 
consider more broadly both the implications and possibilities aligned with our choices and 
practices and, should we decide to, we can take action and innovate through a process of 
collaboration, research, trial and error. The technological advancements that have been 
made available to us today through tablets, smartphones and computers etc., provide prac-
titioners and the general public alike with a certain level of accessibility never experienced 
before. This new level of connectivity facilitates direct communication between makers, 
manufacturers, suppliers, designers and creative teams internationally, which simultane-
ously proves to be beneficial and detrimental to the sustainability of fashion design practice. 
With greater connectivity between makers and designers, thanks to logistical and techno-
logical developments, comes the ability to minimise lead times and allow designers access 
to international working standards which in addition bring production costs down. From 
this perspective, the advancements that have allowed fashion production systems to grow 
faster, and at a cheaper rate, through employing offshore manufacturers have not neces-
sarily taken into account the social and environmental issues impacted through this rapid 
growth. 
Kirsi Niinimäki, Associate Professor in Fashion Research at Aalto University, has noted that 
approximately 95% of sold garments in Finland, for example, are imported and states that 
this figure is the same for Western countries in general. As an estimate, import averages of 
sold garments range between 90-95% (Niinimäki, 2013, p. 14).  Without the safeguarding 
of the world’s natural resources, waste impact and pollution, as well as protecting workers 
rights, unsustaina-ble and harmful practices have been allowed to flourish. 
However, from an alternative perspective, those fashion practitioners who have been able 
to capitalise on advancements, through monetising developing social media platforms and 
turning e-tail businesses into profitable enterprises, are succeeding by embracing innova-
tion in communication. These businesses enjoy greater connection and ability to communi-
cate directly with their customers through these platforms. There are even viable examples 
of new, alternative, business models evolving as a direct result of these emergent platforms. 
Businesses such as Danish company Vigga (rebranded as Circos in 2019), which operates on 
a circular subscription model for childrenswear, is an example of this point. Vigga utilises 
their website11  as a platform to share knowledge and promote their subscription-based 
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company, creating a community of like-minded people who are interested in the reuse and 
repair of clothing. Similarly, Belgian designer Bruno Pieters uses his website platform12  to 
promote his transparent fashion company, inviting the public to educate themselves about 
the making processes of each garment for sale online. These are just two examples of busi-
nesses who have benefitted from advancements in connectivity through the use of media 
platforms, and this is becoming a common story for  new fashion brands operating in the 
spaces opened up by this new paradigm.
 Design Responsibility
If Cosette Armstrong’s observation is true, and “consumption of fashion goods is now rec-
rea-tional rather than needs based” (Armstrong, 2013, p. 103), then designers of those fash-
ion goods should be employing methods to strengthen the changing consumer relationship 
with garments. Fashion educators have the opportunity to present emerging designers with 
the tools to engage in social and cultural dialogue with consumers, to influence the recrea-
tional values now determining the purchase of fashion goods. 
In order to sustain the fashion industry and its diverse group of global stakeholders (makers, 
suppliers, buyers, etc), future practitioners need to develop their existing awareness of the 
impact of their practice, to take more responsibility for the practices they choose to adopt. 
This sense of responsibility is imparted through a moral education, as Findeli (2001) puts it, 
in order to develop the connection between personal values and personal design practice. 
Design responsibility means that designers always should be conscious of the fact 
that, each time they engage themselves in a design project, they somehow recreate 
the world (Findeli, 2001, p. 14).
Transformative learning theory prioritises the promotion of consciousness and intercon-
nectedness of values and practice throughout the learning journey. Concentrating on edu-
cating with consideration for these two elements allows for the creation of an environment 
to facilitate discussion around what constitutes an ethical perspective, and how this can be 
embedded in individual fashion practices. The fashion industry is currently experiencing a 
paradigm shift, and whether or not it is discussed openly, there is some evidence of larger 
scale ‘luxury’ houses responding to consumer demand for greater transparency and ac-
knowledgement of their responsibility within the garment supply chain.13
 Context: Current Fashion Climate
In her 2008 work, Thinking in Systems: A Primer, Donella Meadows explores the conditions 
and precipitating factors for transformation, offering different ways of thinking about eve-
ryday problems found across business, society and nature through the analysis and clari-
fication of ideas such as system functionality and leverage points for change. While these 
ideas are not directly linked to an analysis of the fashion system, they can be used to help 
us understand the current system and why it may be under strain. Meadows states that “any 
force applied to [a] system has consequences” (Sisodia, 2009, para.1), a principle that can be 
applied in order to understand the forces fast fashion consumption and production has ap-
plied to the current fashion system (Meadows, 2012). Meadows continues, “a well-designed 
system can absorb these forces and still maintain system functionality, a poorly designed sys-
tem cannot absorb external forces, causing the system to collapse” (Meadows cited by Sisodia, 2009, para.1).
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In this case it is not a question of design but rather the immense pressure of internal (pro-
duction) and external (consumer demand) forces that have strained the resources support-
ing this system. Fashion houses such as Burberry have responded to consumer pressure to 
make their collections immediately buy-able, in 2016 trialling the ‘click-to-buy’ live-stream 
runway model along with major fast fashion company Topshop (Press, 2016). Designers 
Tom Ford, Michael Kors and Tommy Hilfiger are leading conversations on whether or not 
the industry should adopt the ‘see now, buy now’ model, and whether fashion presentations 
should be solely consumer-focused events (Press, 2016). These designers announced in Feb-
ruary 2016 that they would be appealing to the wants of their consumers by making their 
luxury items immediately available for purchase off the runway. However, there have been 
unfavourable reactions to these industry responses to appease consumer demand. In an 
interview for Buro247, Belgian designers Dries Van Noten and Eugene Rabkin discussed the 
rise of fast fashion and its power to encourage irresponsible consumption (Rabkin, 2016). 
Van Noten believes that luxury fashion has capitalised on this consumer mindset, with buy-
ers purchasing out of extravagant desire to have products of any kind, most of the time set-
tling for ‘affordable’ luxuries such as perfumes, cosmetics or accessories in order to satisfy 
this insatiable desire to consume. In response to the fashion industry’s current climate, Van 
Noten has chosen to concentrate on developing ‘the stories’ behind his collections. Van 
Noten believes that by focusing on textile development and working closely with craftspeo-
ple in India, he is remaining true to his skills, and resisting producing for the sake of more 
product (Rabkin, 2016).
In 2016 the Italian Fashion Chamber’s president Carlo Capasa formally rejected the ‘see 
now, buy now’ business model, stating, “the difference between creating a desire and sat-
isfying a need is the difference between slow fashion and fast fashion” (Abnett, 2016, para. 
79). The ‘see now, buy now’ model eliminates the traditional time period fashion compa-
nies have had between the presentation of their collection and its arrival in store. Without 
this, Capasa remarks, people will not have the time to understand the message, ‘the stories’, 
behind the collections, “because if a creator is a true creative, he is proposing something 
that doesn’t really exist” (Abnett, 2016, para. 80) and therefore, a concept that takes time to 
digest.
Belgian designer and creative director Bruno Pieters left his position at major fashion com-
pany Hugo Boss aiming to help generate change within the fashion industry. Through his 
own fashion company, Honest by., Pieters has sought to pioneer the world’s first 100% trans-
parent fashion business model (Borromeo, 2013). Each component of the life cycle of every 
garment sold through Honest by.’s online store is traceable, allowing consumers to under-
stand the supply cost, manufacturing costs, production costs and business costs of the item 
they are purchasing. Pieters comments in an interview with The Wild Magazine:
I was missing something that was made in a sustainable way that was organic and 
ethical. There was nothing out there that I would wear that was made in a way that 
I could ensure corresponded to my beliefs and intuition. There was nothing out 
there that was transparent. If you want to shop transparently you need to know 
everything about the product (Barr, 2016, interview, para. 2).
This call for a shift in the current fashion climate is raised not solely amongst fashion de-
signers. Educators and researchers alike are publishing works reinforcing demand for
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transformation and change within current fashion practices in order to accommodate and 
sustain a future industry. In his 2010 paper, ‘Thematizing Change: Creativity, Dynamic 
Practices and Sustainability’, Robinson discusses the need to shift traditional representa-
tions of fashion “towards new directions and possibilities,” (Robinson, 2010, p.10) a move 
that seeks to embrace a new understanding of fashion creativity beyond garment produc-
tion; in essence a transformation of fashion practice, a view shared by Fletcher (2008) and 
Hethorn & Ulasewicz (2008). They argue that the present function of fashion design priori-
tises garment production, the selling and marketing of commodities, which in their opinion 
excludes the possibility for change-oriented forms of fashion practice and design (Fletcher, 
2008; Hethorn &Ulasewicz, 2008). 
This view of the state of the current fashion system highlights the importance of fashion 
education institutions in establishing the framework for change-oriented forms of fashion 
practice to evolve, which is a sentiment expressed by the London College of Fashion’s on-
going educational collaboration with the Centre for Sustainable Fashion. On her website, 
London College of Fashion’s former Head of School, Frances Corner details the collabora-
tive way LCF and CSF work with businesses to prioritise and influence change in the fashion 
industry: 
Changing what we teach and how we learn is one of the greatest contributions an 
educational establishment can make. Although we want to change outlooks on edu-
cation here at LCF, making sustainability a key part of the curriculum, we also want 
to influence change in the industry. Our Centre for Sustainable Fashion aims to not 
only set new agendas in government by driving legislative change, but also work 
with businesses, small and large, to guide sustainability strategy (Corner, 2015, para. 
1).
 2.4.2 The Fashion Educator and The Challenges of Fashion Education for Sustain-
 ability
In dealing with the complex problems we face today, such as industry waste management, 
unethical working conditions and habits of over-consumption, alternative conceptions of 
design and education are becoming recognised as necessary changes to conventional prac-
tices (Burns et al., 2006). This section of the chapter focuses on the connection between 
future-focused fashion practices, fashion education and the emerging designer. In order to 
support this multifaceted discussion, a review of existing literature combined with primary 
research into the role of the tertiary fashion educator is presented.
In their book Fashion and Sustainability: Design for Change, Kate Fletcher and Lynda Grose 
(2012) address the way transforming the products and practices of the fashion system can 
work towards creating more sustainable, viable methods for fashion practitioners to adopt. 
Fletcher and Grose touch on the idea of the ‘role’ of the designer as a major opportunity for 
transforming fashion design practice. This notion of the role of the designer is something 
that will be the focus of the educator interview series.
In particular, Fletcher and Grose refer to the role of the facilitator as key to transforming 
fashion design practice. Through a process of comparative analysis detailed in later chap-
ters, this research aims to understand what this role might mean in regard to the 
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responsibility and identity of the educator. The research seeks to establish whether there 
are commonalities of approach followed by the educators working for the selected fashion 
programs, who work to educate their students about the sustainability issues associated with 
the fashion industry and its processes.
A review of the current fashion climate indicates increasing opportunity for designers and 
fashion educators to develop new, alternative, business models and creative practices. Amy 
Williams (2013), former chair of the Fashion Program at the Californian College of the Arts, 
notes that education could profit from informing and equipping students with the means to 
overcome the creative challenges posed by the demand for alternative sustainable practices. 
In declaring sustainable design curricula to be a ‘smart investment’ for student learning 
(Phelan, 2013), Amy Williams highlights the responsibility of fashion education to equip fu-
ture designers with innovative tools, through shifting their perspectives of fashion systems. 
Dilys Williams reiterates this notion of responsibility, stating that “[as] educators [we] have 
a duty of care to ensure that what is being taught and learnt is mindful of the wider current 
context of our lives” (Williams, 2016, Interview).
Stephen Sterling, in his book Sustainable Education: Re-visioning Learning and Change, con-
tends that progress “towards a more sustainable future relies on learning, yet most edu-
cation and learning takes no account of sustainability” (Sterling, 2001, p. 100). While the 
number of significant publications on sustainability in fashion14 and sustainable design edu-
cation has grown substantially in the last fifteen years, there is little sustained research to 
be found on transformative teaching practices geared toward creating an environment that 
enables student designers to reflect critically on the current fashion system and to iden-
tify and create sustainable positions for themselves in the future. Sterling (2001) goes on 
to argue that while progress toward education for sustainable development is important, 
these progressions are “not sufficient in themselves to reorient and transform education as 
a whole” (Parker & Dickson, 2009, p. 212). Sterling’s perspective on learning theory and its 
relationship with sustainable education can be applied to fashion teaching practice.
According to Otago Polytechnic’s Head of School Caroline Terpstra and Senior Lecturer 
Tracy Kennedy in their paper ‘A Stitch in Time Saves Nine: Identifying Pedagogies for 
Teaching Sustainability Issues to Fashion Students’, one area that is insufficiently under-
stood is “how students become informed about sustainability issues and interpret and apply 
this knowledge to a fashion context” (Terpstra & Kennedy, 2013, p. 127). As educators, Terp-
stra and Kennedy (2013) emphasise the importance of understanding what can “influence . 
. . and motivate” (p. 127) a student in order to encourage constructive fashion responses to 
their learning experience, and to improve their understanding of the industry they will be 
entering. Collaborative problem-solving with existing fashion companies is one transform-
ative teaching method utilized at a tertiary level to engage students in the realities of indus-
try practice. Susskind (2013) notes that industry partnerships are being adopted by many 
institutions of higher learning to allow undergraduate and graduate students to engage in 
“the world at large”, reflecting an emphasis on “learning by doing” and “learning about the 
world” (Susskind, 2013, p. 235). This approach is reflected in the collaborative project Lon-
don College of Fashion launched with their Centre for Sustainable Fashion in partnership 
with Nike to develop the Nike Materials Sustainability Index. Nina Stevenson, CSF’s Educa-
tion for Sustainability Leader, explains, “co-creation and collaboration are key to our work 
as we believe this to be one of the important defining features to sustainable development” 
(Stevenson, 2015, p. 1). 
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 2.4.3 Existing Alternative Fashion Design Practices (Transformative)
As design educators and researchers, we have identified a need to develop and in-
troduce tools and techniques that can support future fashion and textile designers 
in embracing environmental challenges through user engagement. We assume that 
by employing a participatory methodology to the field of fashion and textiles, al-
ternative transformational strategies furthering the design of products and services 
for a more sustainable future may have a better chance of emerging (Riisberg et al. 
2014, p. 2).
Whilst not as globally publicized as the more traditional business models, there is an evolv-
ing variety of progressive and innovative fashion business practices becoming known to 
consumers as a result of the accessibility and connectivity that social media provides. These 
alternative fashion business practices serve as examples of how to develop the current ap-
proach to con-suming fashion, the ‘see now- buy now’ model, into a more sustainable and 
ethical one.
In their paper, ‘Transformational Strategies…’, Bagnall and Collier (2014) question how the 
transformative nature of clothing practices can offer consumers new modes of experience 
and a more sustainable relationship with the environment. The conference and subsequent 
publication in which this paper appears, Shapeshifting: A Conference on Transformative Para-
digms of Fashion and Textile Design, present research exploring “transformative paradigms 
in fashion and textile design through four thematic frameworks; Ambiguous & Automated 
Forms; Surface & Structural Transformations; The Fashion System & The Ephemeral; and 
Transformational Strategies” (AUT, 2015, para. 1). Each of these frameworks addresses a 
variety of alternative perspectives on methods for creating fashion design. Papers cover 
diverse innovative propositions for how fashion practices can be shifted to utilize trans-
formative strategies, including by incorporating new textile technologies, experimenting 
with new fashion ideation processes such as using pattern as a method for generating de-
sign, understanding garment reuse and repair in order to re-engage the wearer, practicing 
zero waste design principles, and unpacking how designers can employ social media as a 
tool for co-creation. 
As just noted, there is a variety of alternative methods for practicing fashion that have 
emerged in response to the broader conversation about the sustainability of the current 
system. According to Bannon and Ehn (2012), some of these alternatives (for example par-
ticipatory design) can be linked to the 1980s UTOPIA project in which computer scientists, 
social scientists, as well as industrial and graphic designers worked together to create new 
ways of ‘design by doing’ and ‘design by playing’, including in this process a consideration 
for the user experience of the designed outcome.  
Listed below are a number of these alternative strategies (and key theorists) discussed in 
short detail, in order to provide context around the form that change-oriented methods for 
practice can take. These modes of practice focus on promoting self-consciously responsible 
design, and in some cases advocate for an ‘active’ outcome in place of a ‘made’ artefact.
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 Slow Design15  (AF Luke & C Strauss)
One of the most formative sources of inspiration for this restructuring is the natu-
ral world and its systems and processes. Speed, including fast speed, is a key feature 
of natural systems (Fletcher & Grose, 2012, p. 140).
Slow design, as the name suggests, addresses the local implications of design practice by 
considering how the making process can be in a closer relationship with its environment 
and serve the people that occupy that space. Slow Design derived from the Slow Movement, 
which began with the notion of Slow Food, a concept established in response to Fast Food. 
Slow Design, a term first coined by Alastair Fuad-Luke in his paper ‘Slow Design, a para-
digm for living sustainably?’ (2002), prioritizes holistic and democratic practices.
Slow design practices are built on a system that values small-scale production, traditional 
craft techniques, sourcing materials locally, working to challenge the value of rapid growth 
through providing an alternative to mass-produced items (Fletcher & Grose, 2012). The 
Slow Design Principles16,  published by Carolyn Strauss and Alastair Fuad-Luke (2008), acts 
as an evaluative tool, proposing six principles (Reveal, Expand, Reflect, Engage, Participate 
and Evolve) for designers to “interrogate, evaluate and reflect on their design ideas, process-
es and outcomes using quantitative, qualitative and intuitive means of assessment” (p. 1). 
These principles, along with the movement itself, aim to shift design toward sustainability.
 Emotionally Durable Design (J Chapman) 
Emotionally Durable Design is a term for design that focuses on creating objects that have 
an ability to connect on an emotional level with their user. The idea is founded on the 
premise that once a user has created an emotional bond with a product, it will increase 
the longevity of the relationship between user and product and thus the life of the object, 
presenting a counterpoint to the values of our throw-away society (Chapman, 2015). “The 
theory of emotionally durable design continues to propel the sustainable design field be-
yond its established focus on energy and materials, toward a deeper engagement with the 
psychosocial phenomena that shape patterns of consumption and waste” (Chapman, 2015, 
p. xiii).
 Co-Design / Participatory Design (L Bannon & P Ehn)
Participatory design, as the title suggests, explores methods for how stakeholders (users, de-
velopers and planners) can work in cooperation to make or adjust systems, technologies and 
artefacts in order to better serve the end user (Bannon & Ehn, 2012).  Participatory design 
democratizes the design process, shifting the emphasis away from the producer’s control to 
focus on those who will use the product (Fletcher, 2008). The designer may still be a catalyst 
for development, however they work to engage or involve the user, on the principle that 
their participation creates a better-quality outcome.
Niinimaki and Koskinen (2011) believe that in order to improve the sustainable qualities of 
a garment, fashion designers must consider how to engage users to foster the relationship 
between product and user. This aim of integrating user experience in the process of crea-
tion is a progressive method for including both participation and contemplative practice in
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the design process and shifting the focus from the designer’s conception of the product to 
ways in which the users’ involvement with a garment can influence its conception.
 Service Design (Ezio Manzini)
Ezio Manzini (1997) has long declared that sustainability is a societal journey, 
brought about by acquiring new awareness and perceptions. Guy Julier (2008) 
makes a case that design activism builds on what already exists. In keeping with this 
thinking, service design research projects have been developed with direct partici-
pation from members of the public (Whitty, 2014).
Service design has evolved from user-centred design, as a way of working with people in 
order to improve the outcome of design. This mode of design is an example of the designer 
identifying where they can usefully intervene within the system in order to enhance the 
user experience. Service design is about making services more accessible and simpler for 
the user.  “While a service may seem intangible in itself, it will incorporate a number of 
‘touchpoints’, all of which involve conventional tangible design outcomes. Service design 
therefore includes the creation of many other forms of design outcome” (Chick & Mick-
lethwaite, 2011, p. 23)
 Transition Design Framework (T Irwin, C Tokinwise, G Kossoff)
Transition Design has adopted, as its main principle, the need for societal transitions to 
more sustainable futures, arguing that design has a pivotal role to play in these transitions 
(Irwin et al., 2015). This framework for design identifies and outlines four main transitions 
involving knowledge, action and self-reflection: Vision; Theories of Change; Mindset and 
Posture; and New Ways of Designing. Transition Design aspires to bring about a conver-
gence between often unrelated sectors of society and focuses on educating designers to 
work in future transdisciplinary team environments (Irwin et al., 2015).
[Transition Design] applies an understanding of the interconnectedness of social, 
economic, political and natural systems to address problems at all levels of spati-
otemporal scale in ways that improve quality of life. Transition Design advocates 
the reconception of entire lifestyles, with the aim of making them more place-
based, convivial and participatory and harmonising them with the natural environ-
ment (Irwin et al., 2015, p. 1).
 Circular Design
Circular Design models for practice operate as an alternative to the traditional model of 
‘take-make-dispose’, prioritizing methods that achieve restorative and regenerative econo-
mies (Lewandowski, 2016). The main principles of this approach to economy are provided 
by existing schools of thought outlined by Mateusz Lewandowski (2016) in his article ‘De-
signing the Business Models for Circular Economy...’. These include Regenerative Design, 
Performance Economy, Cradle to Cradle, Industrial Ecology, Biomimicry, Permaculture, 
Natural Capitalism, Industrial Metabolism and Industrial Symbiosis. Lewandowski (2016) 
outlines the main principles of circular design as being: Designing out of waste/ Designing 
for reuse; Building resilience through diversity; Relying on energy from renewable sources; 
Thinking in systems: and Sharing values.
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The alternative design practices outlined above are a small but important selection of meth-
ods for practice that present sustainable alternatives to traditional systems currently being 
used within the fashion industry. Their development demonstrates that new paradigms 
and a re-evaluation of the future of fashion practice are underway. Fashion designers are 
beginning to work with consumers and other actors as co-creators in the design process, 
operating as consultants and facilitators in order to use their skills to influence consump-
tion choices and lifestyle aspirations. Furthermore, they are participating in the rethinking 
of systems that are larger than the fashion system, as illustrated for example, through the 
conception and practice of transition design.
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2.5 Transformative Learning Theory (In Higher Education): 
A Review of Existing Literature
In order to understand the connection between transformative learning theory and its ap-
plication within the tertiary programs selected for comparative analysis, a review of exist-
ing literature on the theory and its integration into higher education will now be presented. 
This literature review aids in understanding the impact transformative learning theory has 
on both educators and students through a presentation of its early history and its past and 
contemporary employment within higher education environments. As there is insufficient 
literature available on the connection between fashion education and the utilization of 
transformative learning theory, this research seeks to use the literature review, comparative 
analysis and research findings to make a contri-bution to this area of knowledge. 
Considering this work focuses on the student and educator experience and perspective in 
the context of higher tertiary education, it should be reiterated that the term ‘emerging de-
signer’ is used to refer to the students are enrolled in tertiary-level fashion design education 
programs.
 2.5.1 Transformative Learning Theory and its associated Teaching Strategies 
2.5.1.1 Transformative Learning Theory (TLT)
Transformative learning theory is the theoretical framework employed to examine how the 
courses selected for comparative analysis deliver sustainable fashion curricula in a higher 
education context; the research investigates the extent to which these courses implement 
the theory. Jack Mezirow (2009), credited with the development of transformational learn-
ing theory, states that transformative learning is founded on transforming existing ways of 
thinking and doing. Transformative learning theory was initially based on research Mezi-
row was conducting on perspective transformation, through a study of how women re-
turning to college as re-entry students experienced this transition in their lives (Cranton 
& Kroth, 2014). This was a stage-based study that commenced by documenting the diso-
rienting nature of the women’s experience of returning to college. This disorientation was 
followed by stages of “self-examination, critical reflection, feelings of alienation, relating to 
others sharing the same experience, exploring op-tions, building self-confidence, acquiring 
new knowledge and skills and reintegrating into society with revised perspectives” (Cranton 
& Kroth, 2014, p. xiii). Almost twenty years after the study was conducted, Mezirow intro-
duced transformative learning as a theory of adult learning which welcomed critiques of 
the rational approach he had taken to his work.  Many of the texts referred to throughout 
this work associate transformative learning with adult learners due to the voluntary, self-
directed, experiential and collaborative approaches to education illustrated by adult learn-
ers (Knowles 1975,1980). 
Mezirow’s work drew inspiration from social philosophy, psychoanalysis and social activ-
ism, and his theory was based on constructivist beliefs wherein individuals use social con-
texts to construct meaning which is then confirmed through communication with others 
(Cranton & Kroth, 2014). The theory is grounded in the ideas of Thomas Kuhn, Paolo Freire 
and Jürgen Habermas (Mezirow, 1991). Mezirow’s work emphasizes the importance of com-
munication with others as a means for exploring and validating personal
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perspectives as well as challenging them, defining discourse as “that specialized use of dia-
logue devoted to searching for a common understanding and assessment of the justifica-
tion of an interpretation or belief” (Mezirow, 2000, p.10- 11). Whilst Mezirow’s theory of 
transformative learning is concerned with learning processes mediated through rational 
and critical reflection (Dirkx, 1998; Daloz, 1986; Kegan, 1994), the past three decades have 
seen the development of alternative conceptual theories, informed by and in opposition 
to Mezirow’s early work. Unlike Mezirow, Daloz’s explanation of transformative learning 
“depends less on rational, reflective acts and more on holistic and even intuitive processes” 
(Dirkx, 1998, p. 6). Merriam’s (2008) Third Update on Adult Learning Theory, comprised of 
nine chapters by key learning theorists, presents an overview of the more recent “develop-
ments in understanding and theorising in adult learning” (p. 93). Merriam remarks that 
there are key differences between each of the chapters within the publication, noting that 
this third update incorporates, in detail, perspectives that were only briefly touched on in 
the last publication (the second update appeared in 2001). This change reflects the develop-
ment of Mezirow’s theory from its basis in empirical research to a set of diverse perspec-
tives incorporating non-Western views on learning, postmodernist interpretations of the 
theory as well as work on the relationship between neuroscience and learning. 
The diversity in theoretical perspectives proposed in contrast to Mezirow’s psycho-critical 
perspective of transformative learning theory is extensive. In his chapter ‘Transformative 
Learning Theory’ in the Third Update on Adult Learning Theory, Edward Taylor addresses 
these varied perspectives and the implications they have for practice within social, scien-
tific, cultural and spiritual spaces. Taylor discusses the diversity of the present state of trans-
formative learning theory and how current conceptions refer to ideas that were “overlooked 
in the dominant theory of transformation (Mezirow’s)” (Taylor, 2008, p. 7). These ideas, 
which consider the role of spirituality, positionality, emancipatory learning, and neurobiol-
ogy, challenge the assumption that Mezirow’s psycho-critical view of transformative learn-
ing theory is the sole possible conception of the theory, and the diverse perspectives con-
tributed by more recent theorists such as Janik (2005), Brooks (2000) and Williams (2003) 
“have significant implications for [its] practice” today (as cited by Taylor, 2008). Whilst these 
published perspectives cover a large domain, the expanded field of transformative learning 
theory might nevertheless help us in understanding the social, scientific, cultural, spiritual, 
and indeed psycho-critical values that would underlie its possible application to fashion 
design.
Edward Taylor and Patricia Cranton (2012), in seeking a more unified theory in their Hand-
book of Transformative Learning, reiterate that the alternative theoretical perspectives can 
potentially coexist collectively alongside Mezirow’s initial conception. Taylor and Cranton 
observe that when transformative learning occurs it is personal; it concerns the individual’s 
experience. That experience could be rational, emotional or intuitive for one person, and 
for another the experience of or potential for social change may precede their personal 
transformation. The path the individual takes in experiencing this deep shift in perspective, 
whilst at times it can be aided by collaboration and interaction with others, is ultimately a 
personal one.
Transformation, according to Mezirow, requires the learner to be aware of the need for 
transformation. However, what if it is the case that the student is not interested in pursuing 
a course aligned with transformative learning principles? This research would argue, with 
the support of transformative learning theorists such as Taylor and Cranton, that the
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learner does not need to be aware of the need for transformation, but instead simply needs 
to be open to new challenges and ideas. In turn, when presented with relevant information 
and having completed a series of activities, the learner can assess whether, upon reflection, 
they have embraced transformed behaviours and habits within their practice as well as new 
perspectives on what might be required of their future practice. 
Merriam’s (2008) publication in conjunction with Taylor and Cranton’s (2012) Handbook on 
Transformative Learning have been instrumental in charting the various stages transforma-
tive learning theory has taken since Mezirow’s initial study. In doing so, these publications 
provide this research with the means for understanding ways in which fashion education 
for sustainability may be implemented. 
Chapter 2.5.3 Transformative Learning Theory and Alternative Education Models below 
examines literature on the connection between holistic teaching practices embodied by 
Rudolf Steiner’s anthroposophic philosophy and transformative fashion teaching practice.
2.5.1.2 Tertiary Higher Education Context
Never before has it been so important to equip learners who can adapt and accom-
modate change within their practice responding to external socio-economic, cul-
tural, political and environmental concerns. With sustainability a key global con-
cern, it is imperative that educational institutions educate [their] learners to help 
change the direction of a throwaway and environmentally unsustainable industry 
(Morrish, 2017, p. 1).
A basis for understanding how to go about developing a shift within the classroom is offered 
by transformative learning theory and its associated teaching strategies, which also recog-
nise the importance the role the fashion educator plays in laying the foundations for this 
shift. Mezirow (1996) theorized that a perspective transformation is “a more fully developed 
(more functional) frame of reference . . . one that is more (a) inclusive, (b) differentiating, (c) 
permeable, (d) critically reflective, and (e) integrative of experience” (p. 163).
While there is a lack of literature on transformative teaching practice within the context 
of fashion education, we may draw on the existing material on adult educational devel-
opment, the use of transformative learning theory within architectural education, and lit-
erature on sustainable design education. In considering the role transformative learning 
theory can play in re-imagining the future of fashion education, a review of literature on 
change-oriented forms of pedagogy at a higher education and tertiary level is also helpful.
The work of Alex Ryan and Daniella Tilbury (2013) on flexible pedagogies poses important 
questions about “core purposes and modes of participation for teaching and learning in 
higher education” (p. 4). In their report, Ryan and Tilbury argue for the need to connect 
flexibility and pedagogy in order to identify new pedagogical approaches to teaching future 
higher education students.
Ryan and Tilbury (2013) identified six pedagogical ideas for the future in their report ‘Flex-
ible Pedagogies: preparing for the future’, ideas that “offer new pathways for graduate attrib-
utes or capabilities” (p. 5). Amongst the future-centred ideas listed (learner empowerment, 
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future-facing education, decolonising education, transformative capabilities, crossing 
boundaries and social learning), there are three ideas that correspond strongly with the core 
teaching strategies linked to transformative learning theory. These ideas are:
1. Learner empowerment – actively involving students in learning development 
and processes of ‘co-creation’ that challenge learning relationships and the power 
frames that underpin them, as part of the revitalisation of the academic project 
itself (Ryan & Tilbury, 2013, p. 5).
Transformative learning theory, like the idea of learner empowerment, focuses on enabling 
learners and educators alike to embark on a mutual learning experience, challenging and 
developing the ideas of all participants regarding learning environments and relationships. 
2. Future-facing education – refocusing learning towards engagement and change 
processes that help people to consider prospects and hopes for the future across the 
globe and to anticipate, rethink and work towards alternative and preferred future 
scenarios (Ryan & Tilbury, 2013, p. 5).
The importance of future-facing education provides the motivation behind this research 
project, to embed transformative learning theory and its practices into fashion education 
for sustainability. Transformation requires a shift in the emerging designer’s perspective of 
fashion, and in order to encourage or even entertain  shifting perspectives in the classroom, 
educators first have to help learners to “consider prospects and hopes for the future across 
the globe” in order to reflect and “work towards alternative and preferred future scenarios” 
(ibid.). The process of reflection that enables a consideration of the aspirations of the wider 
community links the ideas of Ryan and Tilbury with Mezirow’s.
3. Transformative capabilities – creating an educational focus beyond an emphasis 
solely on knowledge and understanding, towards agency and competence, using 
pedagogies guided by engaged, ‘whole-person’ and transformative approaches to 
learning (Ryan & Tilbury, 2013, p. 5).
Ryan and Tilbury note that transformative capabilities focus on “agency and competence” 
(ibid.) and not merely knowledge and understanding, and in establishing pathways for grad-
uates to en-visage their individual futures. 
Additionally, Victor Papanek discusses the need for transformation specifically in relation 
to design education in Design for the Real World  (1971,1985), claiming that “the main trouble 
with design schools seems to be that they teach too much design and not enough about the 
social, economic, and political environment in which design takes place” (Papanek cited by 
Loschiavo Dos Santos, 2013, p. 235).  It is this failure that results in a lack of responsibility 
and connection felt by the design student in relation to the local and broader context of 
their work and the reality of their behavioural practices (Loschiavo dos Santos, 2013).
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 Teaching as transmission, transaction or transformation
According to John Miller, author of The Holistic Curriculum (2007), there are three common 
views on teaching practice: teaching as transmission, teaching as transaction and teaching 
as transformation. The three perspectives are fairly self-explanatory. Teaching as transmis-
sion is concerned with the transfer of knowledge from the teacher to the student. This ap-
proach would be considered teacher-centred, as it acknowledges the teacher as the supplier 
of information, and the student’s success will be determined by their ability to retransmit 
the knowledge imparted by the teacher. This perspective employs standardised testing as 
an appropriate measure of learning outcomes.
One of the alternate approaches to this perspective is teaching as transaction. This approach 
utilises students’ prior knowledge as a basis for constructing new knowledge. This perspec-
tive is not centred around the teacher, and their transmission of knowledge, but instead is 
focused on allowing students to use their existing knowledge to transact with new knowl-
edge so as to create a meaningful learning experience. This approach is consistent with the 
constructivist educational philosophy. Student success here is measured by their “ability to 
use knowledge to solve real world problems, create products or performances that are val-
ued in one of more cultural settings” ( Johnson, 2015, para. 4). Teaching as transaction can 
be linked to the transformative learning theorists’ perspective and approach to education, 
in that the emphasis is not on the educator’s role within the learner’s journey but on the 
learner’s ability to connect their own prior life experience with new knowledge to challenge 
their perspectives and connections on a more holistic level. In some circumstances, how-
ever, it is not enough to build on existing knowledge, and that such knowledge needs to be 
left behind.
Finally, teaching as transformation is concerned with creating a learning environment that 
has the potential to shift the perspective of the learner, potentially away from their prior 
perspective. “Transformational teaching invites both students and teachers to discover their 
full potential as learners, as members of society, and as human beings” ( Johnson, 2015, para. 
5). Through this process transformational teachers aspire to develop students who consider 
themselves more connected to human, plant and animal life (Narve, 2001), and prioritise 
the learner’s journey to self-actualisation. 
2.5.1.3 Transformative Teaching Strategies
 
In Fostering Transformative Learning in Higher Education Settings (2012), Carol Kasworm and 
Tuere Bowles provide not so much a guide for enabling transformative learning as a means 
by which to encourage readers to both explore the potential for personal transformation, 
as well as understand how both educators and learners can work together to promote trans-
formative learning in certain situations. This section presents a discussion of each of the five 
key environmental, instructional and individual strategies to Fostering Transformational 
Learning in Higher Education Settings as outlined by Kasworm and Bowles (2012), in con-
junction with relavent literature on each strategy. As Mezirow (1991) states, and this research 
reiterates, there are no strategies that can guarantee transformative learning will occur in 
a given context; the educator employing this theory and accompanying teaching practices 
can only maximize the possible occurrence of a transformative experience with the help of 
a willing audience. 
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The teaching strategies associated with transformative learning outlined by Kasworm and 
Bowles (2012), and reinforced by transformative learning theorists, place importance on 
creating reflective, self-critical learners (Mintz; Steinberg & Kincheloe, 1998; Slavich & Zim-
bardo, 2012; Mezirow, 1996), encouraging them to question what, how and why they learn. 
Steven Mintz, Executive Director at the University of Texas System’s Institute for Trans-
formational Learning, believes that teaching is a developmental process used to “guide, 
motivate and assist your students through this maturational process” (Mintz, Columbia 
Center for Learning and Teaching, 2019). In Mintz’s opinion, in order to engage in this 
developmental process, the student should be able to acknowledge the limitations of their 
current abilities and perspectives. This recognition creates room for new skills, knowledge 
and potentially a shift in perspective. One of the key roles of the educator in the student’s 
transformative journey is to help facilitate the identification and acknowledgment of the 
student’s limitations by being transparent about the educator’s own, helping the student 
to create space for new perspectives and experiences to flourish in place of self-imposed 
restraint. 
The following section presents a discussion of each of the five key environmental, instruc-
tional and individual strategies to Fostering Transformational Learning in Higher Educa-
tion Settings as outlined by Kasworm and Bowles (2012), in conjunction with relavent litera-
ture on each strategy. The analysis of the responses from the educator interview series to be 
presented in detail later, will show that the studio projects selected for comparative study 
prioritised the use of the following key strategies. 
 Development of Self Reflection based on learners’ openness to self-exploration
This approach, outlined as the first of Kasworm and Bowles’s (2012) five key strategiess, 
depends on how the development of self-reflection in a learner can be a key intervention 
strategy in supporting transformative learning. The development of self-reflection in a 
learner can be encouraged through the inclusion of writing and design journals, a space 
where learners have the opportunity to develop through reflective practice (Kasworm & 
Bowles, 2012). In addition, critical discussions that allow for students to experience shar-
ing their opinions and actions in a group context helps learners develop an openness to 
self-exploration. Kasworm and Bowles discuss the power and impact of what they term the 
‘disorienting dilemma’ can have on a learner’s frame of reference, a disorientation that can 
be used to develop their self-awareness through presenting a challenging situation wherein 
they are supported to question their existing worldviews of self and other (p. 392). The 
comparative analysis component of this study will present an opportunity to scope the use 
of this and other strategies for intervention outlined by Kasworm and Bowles, as an encour-
agement for self-reflection through the use of design journals, class discussions, written 
reflections as well as cultural immersion as means for creating learning experiences inside 
and outside the classroom. 
 Strategies for Critical Reflection
Edward Taylor in The Handbook of Transformative Learning (1998) discusses the link between 
the teachings of critical reflection and transformative learning theory, in particular Mezi-
row’s (1996) development of practical strategies (such as teaching) associated with the fos-
tering of critical reflection in adulthood. Mezirow’s ideas about transformation within the 
learning process are focused on understanding how adults learn and develop (Cranton & 
Taylor, 2012), through encouraging them to reflect critically on their own life experiences 
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and the personal meaning they attribute to these. As observed by Jacobs (2019) in his paper 
‘Applying a Systems and Complexity Framework to Transformative Learning’, consistency
is lacking amongst theorists in regard to how critical reflection is defined in the context 
of transformative learning, an inconsistency also remarked on by Mezirow ( Jacobs, 2019, 
citing van Woerkom, 2008). Mezirow (1990) himself has defined critical reflection as “a cri-
tique of presuppositions on which our beliefs have been built” (p.1), and it is this definition 
that will be adopted for this research.
Strategies for critical reflection employed within a fashion education context include class-
led discussions about what the role of the future fashion designer may be, being mindful 
of and engaging with the variety of worldviews that are present in the classroom. In addi-
tion, reflective activities such as essay writing in response to a key line of inquiry, or design 
journal annotation, help to create contemplative environments. Collaborative activities 
through discussion-based group work or design team problem-solving support students in 
understanding a little more about how they work with others, and thus promote the prac-
tice of critical reflection. Collaborative opportunities can be used to encourage students 
to assess how, why and when they choose to contribute, providing them with clarity about 
their practice through active participation. Jennifer Whitty, selected for participation in the 
educator interview series, discusses her view of employing collaborative practice and its as-
sistance in preparing students to critically reflect on future practice: “Designers will always 
work as part of a team of varying scales and we think it is essential that they experience this 
in order to be a well-rounded, prepared designer”  (Whitty, 2015, Interview).
 Encouraging a Supportive Social Environment
This emphasis on a variety of worldviews seeks to integrate all students regardless of pre-
ferred learning style, whereby student involvement is critical to successful and sustained 
learning ( Johnson, 1991; McKeachie, 1999; cited by Cone, 2001). This allows students to feel 
represented in the learning process, thus encouraging an open mind when engaging with 
new and complex material. Consequently, students are better able to reflect critically, lay-
ing the foundations for a potential transformation in opinion and outlook. This approach 
is supported by transformative teaching practice theorists Baumgartner (2001), citing Davis 
and Ziegler (2000), and McGonigal (2005), who note that transformational learning envi-
ronments need to be “safe, open and trusting,” allowing “for participation, collaboration, 
exploration, critical reflection and feedback” (p. 20). Given that learners engaged in trans-
formative learning are ‘open to change’ and thus emotionally and intellectually vulnerable, 
there is importance in creating the kind of environment that encourages the learner to con-
sider and examine differing perspectives through listening carefully. The leader, mentor, 
facilitator, or instructor is key to guiding this learning. Many of the educators interviewed, 
Jennifer Whitty and Lynda Grose, for example, commented that allowing for more time 
with students would have been beneficial to their experience. Kolding Design School’s Anne 
Louise Bang similarly noted that the freedom afforded to her allowed for flexibility in how 
she taught the course, which in turn meant the possibility for more one-on-one sessions 
with students, allowing for a variety of learning styles to be catered for.
 Use of Arts, Literature, Film and Drama as Tools for Transformational Learning
This approach outlined by Kasworm and Bowles (2012) as the fourth of the strategies for 
transformative learning focuses on the use of “cultural media to enhance context awareness, 
to engage in visual or written disjuncture’s from the learner’s sense of life understandings
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and realities” (p. 394). This strategy is aimed at improving awareness of context, allowing 
learners to engage in visual and other creative media to express their experiences. Students
are encouraged to keep design journals as a method for documenting their journey through-
out the course, and these journals act as a creative outlet for the students to express them-
selves in their own way, encouraging constant reflection throughout the process. All of the 
educators who were interviewed for this research employed various cultural media to en-
hance the students’ contextual awareness. Lynda Grose (CCA) expressed her preference for 
the use of Daniel Quinn’s novel Ishmael to give students “a sense of their own responsibility 
and power” (Grose, 2016, Interview). Others such as Anne Louise Bang (Kolding) spoke of 
the successful response students gave after viewing the film Tomorrow, whilst London Col-
lege of Fashion’s Nina Stevenson and Renee Cuoco spoke of the learning challenges stu-
dents had to overcome working on a smartphone application.
 Holistic, Affective & Spiritual Processes
This approach challenges the often overly rational perspective that we apply to higher edu-
cation, focusing instead on the non-cognitive and in some cases emotional aspects of trans-
formative learning (Kasworm & Bowles, 2012).  The strategies for teaching directed at the 
non-cognitive aspects of transformative learning target “empathetic connections, imagery 
and contemplative practices, as well as forms of culturally responsive teaching strategies” 
(Taylor & Cranton, 2012 citing Lennox, 2005; Tisdell & Tollliver, 2009; Yorks & Kasl, 2006, 
p. 394). Dorothy Ettling (2012), speaking about our role as educators in her work Educator 
as Change Agent, Ethics of Transformative Learning, notes that we have the ability to nur-
ture new consciousness within our learners, feeding their capacity to find balance in life by 
providing them with experiences outside the classroom, and developing ‘soft skills’ such as 
communication, motivation, integrity and interper-sonal relationships.
 2.5.2 Transformative Learning Theory and Sustainable (Fashion) Design Education
In ANTI_FASHION: A manifesto for the next decade, trend forecaster and Trend Union 
founder Li Edelkoort claims that most fashion institutions encourage student designers 
to aspire to future roles as celebrity runway designers for luxury brands (Edelkoort, 2014). 
However, a review of leading international undergraduate fashion design courses17  under-
taken as part of this research does not support this claim, instead revealing a curriculum 
that engages with transformative sustainable fashion design practices involving collabo-
ration and reflection, a conclusion affirmed by Centre for Sustainable Fashion Manager, 
Renée Cuoco:
For us [the staff of the Centre for Sustainable Fashion], projects through which we 
work with industry are collaborative in the true sense – a process of knowledge 
sharing and exchange, rather than simply ’sponsored’. The Nike Making project is a 
great example of this sort of collaboration – a great exchange between industry, 
research and education (Cuoco, 2016, Interview).
This connection, between implementing sustainability content at a higher education level 
and transformative learning and teaching values, has been a common finding of this re-
search. Andrea Klimkova and Marian Bednar (2016) in ‘Ethical tools for implementation of 
sustainability in higher education’ discuss this connection indirectly. They contend that the 
discourse around sustainability and its development reveals it to be a transformative and
17. From the 
following 
universi-
ties: London 
College of 
Fashion, 
Parsons New 
School of De-
sign, Massey 
University, 
California 
College of the 
Arts, Kold-
ing Design 
School.
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reflective process, whereby values are integrated into education systems as well as personal
and professional lives. They claim that sustainability-education development involves a 
holistic approach that promotes values prioritized in other transformative learning experi-
ences such as inclusion, participation and awareness.
Prior to developing a focus on transformative learning and identifying its correlation with 
sustainable fashion learning, the research has consulted key texts dealing with fashion edu-
cation for sustainability. A community of fashion practitioners, researchers and educators 
such as Kate Fletcher (2012, 2015), Dilys Williams (2016), Lynda Grose (2012), Timo Ris-
sanen, Alastair Fuad-Luke (2013), Jennifer Whitty, Janet Hethorn (2008, 2015), Connie Ul-
asewicz (2008, 2015) and Virajita Singh (2012) have been influential for this research.
 2.5.3 Transformative Learning Theory and Alternative Education Models 
The methods for applying transformative learning theory to teaching practice embrace a 
holistic orientation to teaching, both validating the students’ prior experience and knowl-
edge and emphasizing engagement with other ways of knowing (Taylor, 1998). This adop-
tion of a holistic approach is one that can be linked to principles embedded within the 
Waldorf model of education established by Rudolf Steiner in the early 1900s.
Patricia Brien (2010) discusses sustainable fashion design through an exploration of Rudolf 
Steiner’s theory, linking the holistic approach to education with the sustainable design pro-
cess. Nielsen (2003), citing Miller (1997) & Yonemura (1989), points out that a holistic view 
of education embodies the belief that teaching should focus on “multiple facets of human 
experience” (p. 2), Steiner believing particularly that children were “in need of more than 
intellectual development”.
Brien discusses the overlap between Steiner’s philosophy and sustainable fashion practice, 
and notes that, for educators, Steiner’s work can act as an aid to pedagogical and creative 
development. Brien notes that if we consider that the teaching of fashion travels beyond 
the walls of an institution, educators should be encouraged to ‘take immediate steps’ to 
providing an informative and positive influence within the classroom. Steiner’s anthropo-
sophic philosophy prioritises ideas of ethical practice, individual creativity, and particular 
practices such as colour engagement, handcrafting and cultivating biodynamic agriculture, 
strikingly similar ideas to those promoted within sustainable fashion design practice and 
production processes: ethical practice, hand finishing techniques, craftsmanship, valuing 
materials and textiles, and cultivating a safe and thriving textile agriculture.
 
Another connection to be noted between the ideals of sustainable fashion practice and 
Steiner’s philosophy is the emphasis on consideration and respect for time. In the intro-
duction to Steiner’s book, The Essentials of Education, Torin Finser states, “Steiner urges us 
to consider our present actions in terms of both the ‘before’ and ‘after’” (Steiner, 1997, p. 
9). The notion of time is important to the discussion of sustainable fashion practice, most 
notably in Carolyn Strauss and Alastair Fuad-Luke’s work on Slow Fashion Practice (2002, 
2008). “More than any other form of education, Waldorf education works with the flow of 
time” (Steiner, 1997, p. 9). Brien (2010) states that if further attention was given into Steiner’s 
views on individual creativity and ethical practice, we would find the potential to transform 
fashion design and its accompanying values in order to encourage alternative fashion prac-
tices that prioritise ideas of sustainability.
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2.6 Conclusion
The research and practices reviewed in this chapter illuminate the methods and aims of 
contemporary fashion teaching practice, within education for sustainability. It examines 
the themes of education for sustainability, the history of fashion education and the role of 
the fashion educator, the nature and importance of change in design education, and trans-
formative learning theory and its associated teaching strategies. 
However, these different perspectives have not yet been brought together in a discussion of 
fashion teaching for sustainability. This chapter now looks ahead to the findings presented 
in this research, which aim to collate these different perspectives, in order to identify un-
derlying relationships between current models for best practice in fashion sustainability 
and transformative teaching practice.  An analysis of the evolving forms of fashion teaching 
practice — from a historical perspective to an understanding of how contemporary fashion 
education has assumed its current form — reveals there is a case to be made for a re-evalua-
tion of the fashion educator’s role and responsibility in the evolution of sustainable fashion 
practice through the reformation of fashion studio education and learning.
Finally, a response to the question of how the becoming-sustainable of fashion practice can 
be engaged, encouraged and nurtured by the fashion educator through the use of specific 
transformative strategies, and what the theoretical underpinnings of these strategies might 
be, addresses this gap in current literature within the field of fashion education practice.
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3
A MULTI-METHOD APPROACH
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3.1 Introduction
In the previous chapter, the review of existing literature on fashion design education for 
sustainability identifies a gap in current knowledge about contemporary teaching theory 
and practice within the field. The review raises the question of how sustainable fashion 
practice can be engaged, encouraged and nurtured by the fashion educator through the use 
of specific learning and teaching strategies associated with transformative learning theory. 
Chapter 3 will outline how the methods chosen for this research aim to fill this gap in our 
understanding of fashion teaching practice. Through a presentation and discussion of the 
research design of this study, the chapter provides an account of the approaches that have 
been employed to complete this research and reflects on the validity as well as the limita-
tions of the chosen methods. It is the aim of this research that the openness of the approach 
adopted throughout the methodology is what provides the findings with substance. This 
openness is characteristic of transformative teaching and learning, and in testing its em-
ployment in fashion design education the research seeks to discover what transformative 
teaching practice means in this field, through an understanding of the fashion educator’s 
role and responsibility.
The multi-method approach followed by the research project has significantly contributed 
to the depth in analysis and the quality of findings, allowing for richer data to emerge than 
if it relied solely on the interviews or surveys. The design and structure of the interviews 
encouraged an open style of discussion on key issues, which in turn led to the discovery of 
important themes common to the interviewees. Throughout the comparative study, coding 
and mapping processes discussed below, the prominence and importance of these themes 
became clearer. The methods discussed in this chapter have been used to identify the extent 
to which transformative learning and teaching theory and practice is used by the selected 
educators interviewed, when delivering fashion education for sustainability. From this, a 
case has been made for a re-evaluation of the fashion educator’s role and responsibility in 
the evolution of sustainable fashion teaching practice. 
 3.1.1 The Research Design
The research for this thesis was undertaken in four phases.
 
The first comprised the literature and contextual review and was undertaken to examine ex-
isting knowledge and practice within the area of transformative learning theory and teach-
ing practice in relation to fashion education for sustainability. This research was discussed 
in Chapter 2 of this thesis.  
The second phase of the research design, which included undergoing an ethics approval 
process, involved a pilot study conducted to test and refine interview questions for the fol-
lowing phase. 
The third phase involved conducting a series of semi-structured expert interviews with a 
range of renowned sustainable fashion educators specialising in the field of education for 
sustainability. In order to prepare for the interview stage of this research, promotional
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media as well as published literature was compiled on specific projects, courses and pro-
grams offered by the home institutions selected for this study. From this information, selec-
tion criteria (discussed in Chapter 4) were established to determine which studio projects 
from each university would make up the analysis portion of the study. After this process 
was complete, a detailed examination of all literature on each of these courses was under-
taken, along with any published work by the participants selected for interview. Once the 
interview portion of the study was complete, the recorded data was encoded and analysed. 
Finally, an anonymous, limited student survey was created to provide insight into the stu-
dent experience of these chosen studio projects and the teaching strategies that were uti-
lised by their educators. 
The research methods have been approached from a grounded theory perspective, where 
the data collection precedes the analysis and development of a theory. However, this re-
search has not been concerned with building a unique theory. Instead the research has 
sought to identify the presence and application of an existing theory (transformative learn-
ing theory) within a novel context, the field of fashion education. In addition to this, the 
findings that have emerged from the research seek to generate new perspectives on what 
we consider to be the fashion educator’s role and responsibility within the learning process, 
a strategy Glaser (1967) identifies with grounded theory (Charmaz as cited in Holstein and 
Gubrium (2008)).
The following sections of this chapter (3.2, 3.3, 3.4) discuss the research phases in more 
depth. Initially the hypothesis of the study was that transformative learning theory would 
be able to explain the education transformation in selected fashion design studios, in a very 
general sense. The approach used for this research is thus partly explanatory but also partly 
confirmatory. This research utilised this theory as a means to test select cases of fashion ed-
ucation for sustainability through a study of teaching practice, by talking to those involved 
(educators and students) about their experience. These accounts of what had been initially 
only externally identified as best practice were then comparatively analysed, from which 
conclusions were drawn relating to fashion pedagogy and the role of the fashion educator. 
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3.2 Research Phases: 
Semi- Structured Expert Interviews
 3.2.1 Introduction
Existing literature reveals few resources on the topic of transformative teaching and learn-
ing practices within design education and similar fields. This scarcity provides an oppor-
tunity for research into the practices and principles currently being employed by teach-
ers within the area of sustainable fashion design.  Due to the fact that design education is 
under-researched, then so too is research in fashion design; and a transformative approach 
to fashion design education in relation to sustainability is needed for reasons discussed in 
the previous chapter (Chapter 2).
This section provides insight into the utilisation of a series of semi-structured expert inter-
views. The combined open-ended and focused questions created for these interviews, relate 
to the respondents personal experiences and opinions on the practice of fashion education 
for sustainability. Themes to be discussed in this section include the selection of interview 
participants, the process behind developing the questions used in interview, as well as the 
analysis of the recorded and transcribed interview data.
 3.2.2 Interview Participants
The educators participating in this interview series were not selected at random; instead 
the selection pool was populated with the key individuals involved in the development 
of each of the courses selected for analysis. The interview participants were selected for 
the most part prior to the interview series, however during the semi-structured interviews 
some educators provided recommendations for the study to include additional interview 
participants. The sample group of expert educators is made up of 7 participants within the 
field of fashion education for sustainability. The time set aside for this phase of the study 
was approximately 18 months, spanning the first half of 2016 to the end of 2017, the first 2 
years of the thesis research schedule. This longer timeline allowed for a continual refining 
of the study, a process that evolved from observing and understanding the key relation-
ships between themes that developed throughout the gathering of data. The goal of the 
interview process was to “strengthen the precision, validity, stability and trustworthiness 
of the findings” (Miles, Huberman and Saldana, 2014. p 33) through looking into a range of 
both similar and divergent cases, in addition to allowing for sufficient time to complete the 
interview series.
The final list of participants below is made up of people who, once having been made aware 
of the research intentions, expressed an interest in taking part in the interview series:
Institution: London College of Fashion / Centre for Sustainable Fashion
Studio Project/ Course name: Nike Making Project  
Interview participant/s: Renee Cuoco, Nina Stevenson, Dilys Williams
Location: Video conference and email exchange
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Institution: Massey University
Studio Project/ Course name: Fashion Activism: Space Between China 
Interview participant: Jennifer Whitty
Location: Video conference and email exchange
Institution: California College of the Arts 
Studio Project/ Course name: Ecology of Clothing 
Interview participant: Lynda Grose
Location: Phone and email exchange
Institution: Kolding Design School 
Studio Project/ Course name: Design for Change 
Interview participant/s: Anne-Louise Bang, Nadine Möllenkamp
Location: There was only one interview conducted in person, at Kolding Design School, 
with Anne-Louise Bang during a field trip to Kolding, Denmark, in 2016.
Nadine Möllenkamp was interviewed via video conference and email exchange.
In order to enable participation of the educators associated with the above courses, a de-
tailed explanation of the research project and its aims was provided to each potential partic-
ipant via email, along with all relevant supporting pre-approved ethics documentation (see 
List of Images, p. 149). These interviews were conducted in a variety of formats, however the 
face to face method was preferred. According to Denscombe (2007), face to face interviews, 
in person or via video call, create specialised situations through which unique informa-
tion can be obtained, information that would otherwise not be possible to acquire. These 
types of interviews allow for direct contact to be made with the respondent, which in turn 
affords the opportunity for ‘detailed and rich’ data to be collected. This method can also 
create genuine experiences between the researcher and respondent, wherein the discussion 
is more spontaneous, more able to change direction quickly, and more open to responses 
to non-verbal communication. Equivalence was ensured throughout the interviewing pro-
cess to account for cultural and language differences. In order to achieve this, the interview 
and survey questions were translated into Danish for the Kolding Design School’s Design for 
Change educator and student participants. 
 3.2.3 Interview Question Development
The questions used in the educator interview series were designed with consideration of 
how they could be used to answer the project’s original research questions, ‘How does current 
fashion teaching practice relate to transformative learning theory?’ and ‘How might this theory and 
its strategies contribute to fostering alternative modes of fashion education for sustainability?’ as well 
as the secondary question related to the use of transformative teaching strategies in fashion 
teaching practice, ‘How might fashion educators employ transformative teaching strategies to en-
courage a shift in the way emerging designers view the future of fashion practice?’ 
Using the project’s research questions as overarching objectives has aided the structuring 
of the interview design as well as the identification of themes (listed on the following pages) 
from which to draw out supplementary questions. The development of the interview ques-
tions was also informed by key themes that emerged from the literature review (discussed 
in Chapter 2): the fashion industry in the midst of change, current and future aspirations 
for fashion education for sustainability, and the fashion educator’s role in nurturing change. 
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The themes associated with this research have undoubtedly evolved alongside each other as 
the project has grown. However, it is important to acknowledge that at the time of establish-
ing the project’s method, the below themes were identified as the leading concepts for this 
research, and these have not essentially changed. The six key areas of interest, under which 
subsequent interview questions were created, are (the ethics-approved questions are listed 
under each theme):
 Interviewee: Personal Context
The questions that were developed under this theme were used to understand both personal
and administrative information pertaining to the respondent’s professional role. These 
questions were used to help formulate a profile of the respondent’s history in order to bet-
ter contextualise their current role in, and views on, fashion education. Crouch and Pearce 
(2012) discuss the importance of context when gathering data and how this is an advantage 
of using qualitative methods in their book Doing Research in Design: “A key intention of much 
qualitative research is to provide a vehicle through which participants’ voices can be heard. 
This intention has consequences for the ways the researcher conducts the research, and 
hence there is a need to foreground the personal experiences and insights of the researcher” 
(p. 73). The questions created under this theme are:
• Tell me about your position / role within this school / department / institution?
• How and when did you get into the fashion industry?
• How do you see fashion education? What duty do you feel fashion education has to its 
students?
• What made you decide to start teaching within fashion education? (How & Why?)
• Considering your perspective as both designer and researcher, what positives and nega-
tives do you currently find in the teaching of sustainability in fashion?
• How has your perspective on sustainability in fashion changed over the space of your ca-
reer? 
• What is your view on fashion design as a means of creative expression, and what is its place 
in contemporary society?
• What other roles do you see as being available for the fashion designer?
 Geographical Context
Initially this series of questions was created to understand similarities and differences based
on the respondents’ location, and their perspective on the implications that location had 
on their practice. However, when the first few interviews took place, these questions were 
not on the top of the list in terms of urgency and interest; those focused on uncovering in-
formation about the studio projects in question and uncovering the use of transformative 
teaching strategies were prioritised, which often meant that questions referring to location 
and its significance were left unanswered due to participant time constraints. A follow up 
study concerning the relationship between location and fashion pedagogy would be a valu-
able contribution to the field of fashion education, continuing beyond this body of work. 
The questions created under this theme are:
• What is it about this city that nurtures fashion education?
• Do you think that there is a big difference globally in perspectives toward fashion educa-
tion for sustainability? If so, how and why?
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 Selected Studio Project Related Questions
This section was reserved for gathering information about the administrative aspects of the 
studio projects in question, such as understanding how students were incorporated into the 
class; was it by selection and if so, what were the criteria? These questions also unpacked the 
project’s origins, documenting how the interviewee developed the idea for the studio pro-
ject, and with what initial intention. The questions created under this theme are:
• Can you talk a bit about (‘Studio Project Name’) you have launched at (‘University Name’)? 
Where did the idea for this project originate?
• How do you incorporate students within the project?
• Is there a selection process involved, or a studio run in affiliation with the project?
• Do the students receive a credit for participating?
• How does this project sit in relation to the research activities at (‘University Name’)? Do they 
work together in certain areas? If so, how?
• Some students see sustainability as limiting and restricting, adding another layer of com-
plexity to what they do. How did this project aim to address these sentiments with students?
• What is your long-term hope for a project such as this?
 
 Transformation and Sustainability in Fashion Education
This section involved a series of ten questions built around expanding upon the respond-
ents’ personal opinion on fashion teaching practice and sustainability. This made it one of 
the more thorough sections in terms of ability to cover all pre-planned questions, as these 
were informed by the ideas of transformation and sustainability. These questions have been 
employed to understand the respondents’ experience with the students during the class, and 
whether or not they were able to recall and explain particular instances of student transfor-
mation as a direct result of their teaching practice. In addition, the respondents were asked 
to discuss their experience with initiatives such as Kate Fletcher’s Local Wisdom Project, Craft 
of Use, and how this might have impacted their own professional choices and goals. The 
questions created under this theme are:
• Have you noticed any change in fashion education since you began teaching?
• What has been the greatest assistance to you in your teaching practice?
• What is the biggest challenge you have encountered in this role?
• What do you see as the greatest impediment to developing your fashion teaching practice?
• What would you change about fashion education if you could, specifically in regard to 
sustainability and teaching practice?
• How has this project been inspired by other international projects / initiatives, such as the 
Centre for Sustainable Fashion in London’s ‘Local Wisdom Project’? Discuss the influence that 
the Local Wisdom Project or similar projects has on your professional choices/ goals?
• How successful do you feel this course has been in transforming students’ thinking?
• Can you describe examples of when transformation in thinking has occurred?
• Would you repeat this course again? If so, what if anything would you do differently?
 The Learner’s Environment
This is a smaller section in the questionnaire and sits closely alongside the preceding themes 
of Transformation and Sustainability, as an extension of the discussion aimed at identifying
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the use of transformative teaching strategies. As the participants did not necessarily have 
substantial experience with or knowledge of transformative learning theory, its associated 
teaching strategies were discussed in a broad non-specific sense, so as not to influence the 
data analysis. Asking educators specific questions about how they structured their learn-
ing environments helped to visualise their teaching practice and aided in understanding 
whether students were working in a traditional (stools and desks, emphasising teacher-
centred learning) or contemporary (outdoor/indoor, mobile, collaborative) studio environ-
ment. The questions created under this theme are: 
• Can you describe the different learning spaces used within this course, and explain why? 
Do they vary? 
• If they vary, how has the variation in learning space impacted the students’ learning?
• Do you feel the learning environments play an important role in the student learning ex-
perience? If so, why?
• What future learning / working environments do you want to equip your students for?
 
 Activities of Fashion Teaching Practice
This final section was another important and extensively investigated area of questioning, 
as it carried questions directly related to identifying the use of transformative teaching 
strategies, according to Kasworm and Bowles’s (2012) descriptions of these, which are dis-
cussed in chapter 2. However, the following questions were posed under the guise of en-
quiry connected with general fashion education practices. Through asking these questions, 
it became clear that the favoured teaching strategies utilised were common across all re-
spondents, and the feedback based on the respondents’ experience with these strategies also 
generated some insightful findings. The responses to these questions helped to document 
and validate the use of strategies identified as transformative, whilst linking these strategies 
with common ideas around sustainable fashion practice, education and learning and teach-
ing methods.
• How do you find collaborative or team-based learning in terms of productivity when navi-
gating difficult content? 
• How do you engage your students with critical reflection? 
• Which strategies do you find most effective with students when teaching sustainability in 
fashion?
• What is your opinion of learner-centred teaching? Do you use any tools to integrate this 
approach in your classroom?
• Do you feel it is important for the students to be involved with the community through 
their learning?
• What skills do you prioritize when it comes to expressing concepts three-dimensionally; 
do you have a preferred design process?
• In your opinion, how important is the role of transdisciplinary practice within the educa-
tion of sustainability in fashion?
• Have you experienced increasing student interest in the field of sustainable design over 
time?
• How can educators harness their position and motivate change in the future choices of 
their students?
• What is the goal of your lessons; how do you hope the students feel at the end of a class or 
course?
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The interviews were designed to understand the educators’ involvement in the course, their 
intention for and experience of the course, and their views on educating for sustainabil-
ity within a fashion context. The objective of the interview series was to understand what 
transformative teaching strategies, if any, were being employed by these educators, as well 
as what teaching within the fashion context meant for educators, in regard to the future of 
fashion industry practice. 
These ideas will be further detailed in section 3.3.1 Introduction to the Data Analysis.
 
 3.2.4 Pre-testing Interview Questions
In order to refine the questions derived from these outlined themes, pre-testing was un-
dertaken. Pre-testing was done to ensure efficiency during the interview process and to 
guarantee respondents would clearly understand and thus be able to answer the questions 
created for the purpose of the interview. This pre-testing was conducted with fashion edu-
cators at the home institution of this study, RMIT University in Melbourne, wherein four 
test respondents reviewed the questions prior to sending them to the interview participants. 
Singleton and Straits (2012) specify in their research, “the information gained by these cog-
nitive diagnostic procedures gives direction to revision efforts” (p 77). As such, thoughts or 
questions that arose from this pre-testing process helped identify any issues with the ques-
tion list, and as a result, the language and structure of questions included in the original 
draft was edited. In some cases, questions were combined or collapsed to form stronger 
questions, guaranteeing a more efficient and clearer way of proceeding for the interview 
participant. A similar process was employed when developing the students’ online survey 
questionnaire.
After pre-testing had been completed, the selected interview participants received a copy 
of the drafted questions ahead of the scheduled interview. The purpose behind providing 
the interviewees with sample questions was not to convey the impression that what they 
were to expect from the experience would follow a rigid structure. Instead it was to provide 
the participant with ideas of what would be discussed and how the interview was intended 
to allow them to focus on their areas of expertise. Subsequently, all participants agreed to 
answer the questions in the open format in which they were presented, and the provision of 
the draft questions allowed participants time to prepare for the interview process. 
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3.3 Research Phases:
Interview Data Analysis Process
 3.3.1 Introduction to the Data Analysis 
Throughout the study, collecting data on the educator and student perspectives has re-
quired continual refining of the direction of the study. Whilst there was a conceptual frame-
work and research questions established prior to conducting the interviews and surveys, the 
data gathered for analysis has brought particular aspects of the research into focus. Initially 
the educator interview series was conducted with a focus on identifying the presence of 
teaching strategies that accord with transformative learning theory. Ultimately, the findings 
revealed additional, unexpected, discoveries relating to the respondent’s agency and values 
which have been informed by their own personal and professional experiences. The inter-
views, once transcribed, primarily employed qualitative analysis to assess and identify what 
key themes evolved from the transcriptions.
 3.3.2 Cross Case Analysis
Cross Case Analysis is discussed at length by Miles, Huberman and Saldana in their book 
Qualitative Data Analysis (2014). The term describes the nature of the analysis that was con-
ducted within this body of work in order to accumulate knowledge from the separate stud-
ies of these four institutions and their associated studio projects, in order to compare and 
contrast these cases and in doing so draw out new insights. Cross Case Analysis of the four 
studio projects (using the research material collected, interviews conducted, and surveys 
distributed) increases “generalizability, reassuring yourself that the events and processes 
in one well-described setting and not wholly idiosyncratic...[enhancing] transferability to 
other contexts” (Miles, Huberman & Saldana, 2014, p 101). Through combining gathered 
data from more than one study, the research has been able to illustrate that the findings ap-
ply beyond one isolated case, and thus may be considered applicable in various educational 
contexts as a result. It is important to note that there will also be limits to the generalis-
ability of the results, due to parameters of the study such as: the structure of the learning 
environment (studio-style teaching format is most applicable); and the level of the learning 
(this study was isolated to the examination of a 3rd year tertiary education cohort). Another 
benefit to examining more than one case is the richness of information that is collated from 
multiple sources, which allows for more detailed comprehension and aids in the formation 
of more general categories explaining the findings.
 
In order to analyse the data gathered from the multiple sources, in addition to the coding, 
jotting and mapping processes (discussed in further detail in this chapter), a framework has 
been used to arrange the information collected in each case in a matrix chart. This chart 
is  presented in Appendix 1 and discussed in greater detail in Chapters 4 and 5. The method 
employed within this research partially reflects a similar course of action to the replication 
strategy, a framework in which the study of an initial case is then repeated in order to find 
matches within the subsequent cases selected for study. Whilst there are similarities be-
tween the method chosen for cross-case analysis and the replication strategy discussed in 
works by Miles, Huberman and Saldana, (2014) and Yin (2009), there is also an important 
difference.
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As each case is analysed individually throughout the coding, jotting and interview process-
es, by the time the matrix chart is engaged there is less emphasis on focusing on one study 
and comparing the others to this one study, and more priority allotted to using this chart to 
identify these teaching strategies comparatively. Rather than choosing an initial case study 
to feed into this matrix chart, the method employed for this research examines all four stud-
ies in tandem. With cross case analysis, the analysis falls at the end of the process, whereas 
with replication analysis it begins after the first case study. There was a combination of both 
of these formats used throughout this process; the analysis was both sequential and com-
parative, with the parameters shifting as each analysis proceeded. Thus the research does 
not truly employ replication analysis in a strict sense, primarily as there is no initial case 
that sets the parameters for the subsequent cases.
 3.3.3 Coding Process 
An audio recording device was used to document both the interviewer and respondent 
during the interview process; after the interview recordings had been transcribed shortly 
after each interview, they were discarded. Proceeding from the transcription process, cod-
ing cycles were applied to all transcriptions in three stages. These coding cycles were used to 
condense the data and retrieve its most essential elements. The coding process adapted for 
this study was based on processes outlined in Qualitative Data Analysis: A Methods Sourcebook 
(Miles, Huberman & Saldana, 2014), which as the authors state involve careful observation 
and reflection. The first cycle of coding is “initially assigned to the data chunks” (Miles, Hu-
berman & Saldana, 2014. p 73), after which a second cycle of coding is applied working with 
the resulting codes from the first cycle. 
 
The initial coding cycle involved highlighting segments of the transcripts, using specific 
colours to represent code titles created for this initial cycle of analysis. These titles were 
descriptive and deductive in nature; they were words that represented my own responses to 
how the transcripts related to different elements of the conceptual framework for the study. 
The words are evaluative rather than descriptive. Whilst it was important for these words 
to be explicit in their connection to the research, it was also critical that these words not be 
too precise, remaining abstract enough so to not skew the data findings prematurely. For 
example, one code was titled ‘Not expected’ and was used to label any responses that were 
found to be surprising or unusual during the interview and transcription process. Another 
code titled ‘Repeated by other interviewees’ was an extremely useful tool as it aided in label-
ling and grouping similar phrases, responses or ideas expressed by the respondents as they 
evolved. 
The codes created for this analytical process were adjusted after each transcript was re-read, 
in order to determine whether the chosen words would act as appropriate and useful labels 
when analysing all of the interviewee responses, in consideration of the themes that arose. 
The codes created for the first cycle of analysis are illustrated below:
Fig.1 The colour coded titles 
created for the first cycle of 
analysis.
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Once these initial codes were used to analyse the interview transcripts, the data was ar-
ranged by its colour coded name to understand what types of responses were being grouped 
together and whether the codes could be reworded in order to improve the classification of 
the newly grouped responses. Re-arranging the interview responses according to code as-
sisted in identifying emerging similarities and themes from the data. For example, creating 
the code ‘Outlier’ was key to contributing to the discovery of similarities in perspectives that 
were not necessarily aligned with direct questioning. Any comments that were considered 
to digress from the general line of questioning, or to be unique in comparison to other 
respondent comments, were grouped together under the ‘Outlier’ label. Using a code like 
‘Outlier’ was beneficial in assuring that the data being analysed was not unconsciously ma-
nipulated to fit the assumptions of the researcher. Additionally, it served as a useful means 
of ascribing value to responses that could quite easily be misconstrued as irrelevant.
During the first coding cycle, some responses were assigned more than one code. Once the 
data had been arranged according to code, it became evident that the responses needed to 
be re-read, and the primary codes reworked in order to group the findings into a smaller 
number of more refined and specific themes. The responses that had been grouped under 
the initial codes listed in Fig.1 were then reread and recoded in more detail, employing 
inductive coding to complete this process (Miles, Huberman & Saldana, 2014). This second-
ary type of coding is more broadly speaking a speculative strategy, informed by the nature 
of the responses, not influenced by the original context of the interview. Jumbling up all of 
the educator interview responses created a sense of anonymity for the data, even though 
the comments could be traced back to their respondent if required for quoting purposes. 
This rearrangement in format aimed for objective coding based purely on the interview 
responses and their interrelationships. Once the data had gone through these two initial 
processes of coding, it was subsequently grouped according to its secondary labelling and 
ready to be submitted to the pattern coding cycle.
 Pattern Codes
Pattern coding, according to Miles, Huberman and Saldana (2014), uses information gath-
ered from the initial coding cycles, discussed above, to understand what themes are emerg-
ing from the analysis process. This additional stage in the research analysis phase encour-
aged further reflection on the data gathered from the interview series and aided in steering 
the focus beyond confirming signs of transformative teaching strategies into the discovery 
of additional findings unique to the study. The emerging codes from this process are high-
lighted in blue in the fifth column in Fig.2 above, and in more detail on the following page 
in Fig.3.
Fig. 2 This second 
figure illustrates 
a portion of the 
matrix that was 
used to code the 
interview responses. 
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Whilst the codes captured above in Fig.3 are representative of themes that were generated 
from the initial primary and secondary coding cycles, the sub-codes titled ‘Capacity to Act/
Identity’, ‘Facilitation’ and ‘Identity’ reflect the diversity of ideas represented by the code 
‘Capacity to Act’.  It was important to keep these sub-codes evident in the pattern process in 
order to demonstrate the complexity and depth embodied by each idea. As stated by Miles, 
Huberman and Saldana, (2014), coding has benefits beyond the preparation of the data for 
analysis; it is also “a form of continuing analysis” and has been used as such within this 
research. Analysing the data organically developed from primary, secondary and pattern 
coding to the creation of a series of conceptual mappings. The mapping series visualised 
the ways that the ideas sit in relation to each other, and within the broader context of the re-
search. The coding process helped to provide clarity and refinement throughout the analy-
sis process and illuminated the relationships that have developed amongst its key themes. 
 3.3.4 Computer Assisted Qualitative Data Analysis Software
To experiment with additional forms of data analysis, the interview transcriptions were up-
loaded into the Computer Assisted Qualitative Data Analysis Software (CAQDAS) program, 
NVivo. Through analysis of the transcriptions, the program was able to generate word fre-
quency tables, shedding light on popular turns of phrase, word groupings, and singular 
word use within the educator interviews. This is shown below in Fig. 4. Some of the word 
frequency results that the program created were expected; the top word results generated 
were: students, fashion, design, sustainable, and works. These maps produced to visualise 
the words and their frequency were also helpful in understanding the data from an addi-
tional, more visual, perspective. 
In addition to these word frequency maps, NVivo was used to generate word trees for se-
lected (high frequency) words. Word trees were created for the following words: change, 
communication, collaboration, challenge, connect, education, experience, measure, and
Fig. 3 The colour coded 
titles created for the pat-
tern code cycle of analy-
sis.
Fig.4 Word Frequency 
Map
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fashion education. These words were chosen after much consideration of the developing 
themes that had emerged from both the interview coding processes and the empirical evi-
dence gathered from the interviews and throughout the research journey. Taking the high-
est frequency stem word ‘students’ and using NVivo to generate a word tree for this word 
resulted in a striking illustration of all the various phrases that had been linked to this word. 
The capacity of this function to clarify any word use and its significance within all the tran-
scribed interviews encouraged further investigation, using not only the most frequently ap-
pearing words in interviews but also keywords that were identified in relation to the larger 
body of research. 
 
Experimenting with Computer Assisted Qualitative Data Analysis Software, NVivo, was an 
interesting exercise in understanding how removing oneself from the manual process of 
data analysis can encourage new perspectives on the data and save time during the coding 
process. However, as there were only 7 interviews conducted for the interview series, it was 
not an overwhelmingly large task to code the data manually. Additionally, this manual pro-
cess proved extremely beneficial as it prompted comprehensive personal reflection that will 
be discussed in the next section. 
 3.3.5 Jotting
In combination with the various forms of coding and conceptual mapping, note taking 
was used to document personal reactions and remarks in relation to the interview data. As 
noted by Miles, Huberman and Saldana, (2014), “as you work on a project, reflections of sev-
eral sorts typically swim into awareness” (p 94). This observation influenced the decision to 
jot comments alongside any thought-provoking interviewee responses, recording informal 
reflections during the data analysis providing an informal and preliminary opportunity to 
interpret the data. These jottings acted as a documentation of real-time reflection and were 
able to preserve fresh thoughts and perspectives that commented on similarities, differenc-
es, outliers and theoretical validation. In Qualitative Data Analysis (2014), Miles, Huberman 
and Saldana discuss the tedious nature of coding, referring to the sensation of being bored 
as “usually a signal that you have ceased to think” (p 94). To remedy this, in order to remain 
mindful during the process, jotting encouraged me to think actively about each coded por-
tion in relation to the goal at hand: does it answer the research questions, does it provide 
something illuminating, how can this piece of data fit into the overarching study? Asking 
these reflective questions helped to keep the process from becoming mechanical.
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 3.3.6 A Series of Maps: An abstract conversation around themes that emerged from
 the analysis
When the concept mapping process commenced, the codes within the matrix cells were 
considered as the starting point for creating clusters of ideas. Each idea generated from the 
coding process was noted down, and under each heading comments were made as to where 
the idea sits within the context of the broader research question. Having to reconsider each 
idea’s placement aided in the refinement of these themes. The arrows used to link ideas 
together represent their connection, and how one idea flows onto another; a double arrow 
illustrates a two-way connection whilst a single speaks to a one-way flow.
 
Above, Fig. 5 illustrates the first (hierarchical) iteration of the conceptual mapping process, 
initially drafted using NVivo mapping features. The process of using a hard copy of the 
map, onto which I could draw directly, allowed for more reflection about the ideas and their 
relationships which in turn prompted a re-thinking of the map’s initial structure. It was only 
upon reflection that the ‘top down’ approach taken to complete this map was identified, 
which does not accurately reflect the style in which the ideas evolved. This observation was 
important, firstly as the concepts are not in themselves hierarchical, and secondly because 
it is the concept of governance that is placed at the top, which in a way legitimises hierarchy 
itself. In addition to this point, Fig. 5 maps an idealised flow of events, from the initial set-
ting up of a framework to the outcome of a shift in perspective. Upon further reflection, this 
process can also be described as one-directional.
Fig. 5 Initial Map Structure
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3.3.6.1 The Evolution of a Conceptual Discussion through the Mapping Process
The following is a discussion of the ideas represented through this initial mapping process. 
The inclusion of imagery within this section aids in visually clarifying the relationships 
between each of the ideas within this map, illustrating how these ideas came to take the 
position they hold.
 Governance Context 
This map places the Fashion Education Institution (‘Governance Context’) as the overarch-
ing context from which all other ideas appear to stem. The educator practices within the 
fashion institute, as do the students. The governance of the institution influences the re-
lationship between educators, students and provides its context. In addition, the ideas of 
‘Freedom’ and ‘Measurement of Success’ also sit within the context of university govern-
ance, on this map. The educators interviewed, for the most part, spoke highly of their col-
leagues and department, especially in discussing the positive elements that contribute to 
their teaching practice. As established through the interview process, the greater freedom 
these practitioners enjoy, the more able they feel to experiment in their teaching practice. 
It is with this sense of freedom that educators can allow themselves to push expectations 
of what success may look like and how it is measured. It was noted in interview that under-
standing the unique impact of the types of studio project that make up this study would 
require time and reflection from both the student and educators involved. Nina Stevenson, 
of London College of Fashion’s Centre for Sustainable Fashion, notes that with traditional 
methods of teaching and assessment comes a dated perspective on measuring the success 
of their work: “What is underpinning the motivation for [fashion] education and what is 
underpinning how we are recognizing success in students? Is it about getting a job, getting a 
top grade, creating a collection, or is it about looking at what other subject matter they have 
interacted with, how they have engaged with the world around them, how they have looked 
at other disciplines, how they are looking at fashion as a way of communicating and sharing 
and influencing change? Fashion is almost the vehicle for change.” 
Fig. 6 Governance Context
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The jotting on this map indicates how using NVivo to uncover word frequency patterns 
throughout the interview series has changed the placement of certain ideas. Placing the 
‘Student’ in the same position as the ‘Educator’ was the result of manual data analysis re-
inforced by NVivo analysis results. All interview respondents agreed that throughout their 
teaching practice they prefer to identify as mutual learners working alongside their students 
to unpack ideas. This emphasis on a mutual learning experience indicates that these educa-
tors see themselves as collaborating with their students in these environments, facilitating, 
in place of leading, the learning experience. Using the NVivo software to analyse word fre-
quency patterns within the data identified the word ‘students’ as the most frequently used 
throughout all interview processes.
Fig. 7 Fashion Educator / 
Fashion Student
Fig. 8 University vs. Reality 
Disconnect + Communication
When asked about the challenges they 
experienced in delivering education 
for sustainability, educators often ref-
erenced the disconnect their students 
expressed in relation to their learning 
and the inapplicability of said learn-
ing to real world contexts. Educators 
remarked that, due to the fact that 
graduate jobs often exist within fast 
fashion companies, they felt the re-
sponsibility to ready students for the 
current industry as well as the future 
of the industry, which they believed to 
be embedded in sustainable fashion 
practice. The educators interviewed 
relied on direct communication with 
their students when discussing the 
state of the fashion industry and the 
realities involved in practicing fash-
ion design both now and in the future.
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Stevenson touches on this re-occurring theme discussed by all interviewees, which is the 
‘disconnect’ between fashion education for sustainability within a tertiary context and the 
common realities of working within the fashion industry (Stevenson, 2016, Interview).In 
the previous image, a hand drawn line joins ‘University vs. Reality Disconnect’ to a group of 
ideas linked to ‘Communication’ as a proposed response to this disconnection. Educators 
commented that talking openly with students about these concerns, appropriately prepar-
ing them for the reality of the industry, and instigating partnership projects with industry 
bodies worked to create a more practical image of how their learning can be advantageous 
on a professional level. After revisiting recorded interview materials, two key ideas arose 
from re-analysing the ways that the educators sought to meet these needs: ‘communication’ 
and ‘collaboration’. The drawn link between these ideas reflects this thought process. 
The idea labelled ‘Sustainability and its Baggage’ was developed to reference a common in-
terview finding regarding student perspectives on sustainability. During the interview series 
most educators discussed the preconceived ideas about sustainability students brought with 
them into the classroom. For the most part the educators interviewed described sustainabil-
ity in fashion as having a reputation associated with restraint amongst students, a perspec-
tive that has been supported by existing theory on education for sustainability.  Anne Chick 
and Paul Micklethwaite (2011) discuss the problematic concept of the ‘S’ word in their work, 
Design for Sustainable Change: How Design and Designers Can Drive the Sustainability Agenda. 
Chick and Micklethwaite (2011) note that using the word sustainability can often cause con-
fusion and present as restrictive, acting to “mystify more than illuminate our thoughts on 
where we want our society to go” (p 5).
Findeli (2001), as discussed in Chapter 2, proposes a new ‘logical’ structure for the design 
process as an alternative to what he calls an ‘outdated’ knowledge of design practice and 
intelligence, 
... inherited from the nineteenth century; [with an] overemphasis upon the material 
product; an aesthetics based almost exclusively on material shapes and qualities; a
code of ethics originating in a culture of business contracts and agreements; a cos-
mology restricted to the marketplace; a sense of history conditioned by the concept 
of material progress; and a sense of time limited to the cycles of fashion and tech-
nological innovations or obsolescence. All these aspects have contributed to the 
current state of design... there is no reason to resign ourselves to them any longer 
(p 6).
Fig.9 Sustainability & its Baggage + Transformative Teaching Strategies
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The reason that ‘Transformative Teaching Strategies’ as an idea has been connected with 
‘Collaboration’ through the above diagram (Fig.10), is because these teaching approaches 
rely on the nurturing of a connection and understanding between students, educators and 
students, educators and educators from other disciplines, educators and students with in-
dustry professionals, and so on. The fundamental ideas of ‘Communication’ and ‘Collabo-
ration’ are used to identify the implementation of transformative teaching strategies. 
In his case for design education reform, Alain Findeli (2001) discusses its development by 
taking readers on a journey through design history, beginning with the original contexts 
for which initial design studies were created. In doing so, he proposes that design educa-
tion should look beyond its own field in order to grow. This idea of transcendence evokes 
possibilities of collaboration through transdisciplinary practice, educating students about 
their responsibility not only as designers but also as global citizens. Findeli adds that design 
students should be asked, “to which meta-project does a design project and a design cur-
riculum contribute? For what end is design a means?” (p. 8). These questions, Findeli admits, 
concern the ethical elements of design. In addressing these questions, it might be argued 
that the designer must collaborate not only with those outside the field of design but also 
with stakeholders involved in the designer’s journey, including the user. Through collabo-
ration, in various forms, the design student is exposed to varying perspectives, skill sets, val-
ues and systems. This exposure would help to equip them with a more holistic understand-
ing of their practice and broader opportunities for how that practice might be manifested.
3.3.6.2 Illustrating on the Map
 
Editing the map by hand alleviated an unnecessary degree of permanency and perfection-
ism, which in turn allowed for greater flexibility and experimentation with the position-
ing of ideas and the relationships that had emerged between them. Taking the initial Fig.5 
mapping structure and editing it manually helped to visualise how the ideas were starting 
to evolve in respect to one another and provided a clearer sense of how the research project 
was developing. Upon reflection the data gathered clarified not only that transformative 
learning theory and its associated teaching strategies were being engaged with by educators, 
but also that there were similar views shared amongst the participants principally in refer-
ence to the role, and the responsibility of the educator. The development of these nuanced 
processes of analysis illustrates the extent to which employing multiple methods has im-
pacted on this research and on the understanding of its contribution to the field of fashion 
education research. 
Fig.10 Communication + Connection + Collaboration
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The below image in Fig. 11 presents a new iteration of the map initially presented in Fig.5. 
The structure has shifted from its top down format into a more refined linear interpretation 
of the same ideas and their relationship to one another. This change in axis, from vertical 
to horizontal, helps establish a less hierarchical flow in ideas. In the below map ‘The Future 
of Fashion Education’ presents as the central idea from which the others stem. These ad-
ditional ideas have been condensed into broader topics for the purpose of this new itera-
tion.  Whilst refining the ideas has created an informative visual tool for the analysis, upon 
reflection there are key ideas and relationships that may have been lost in the refinement 
process. As a result, this below iteration of the map was not taken any further than this stage.
Fig.11 Experimenting with Map Structure- Linear
 3.3.7 Venn Diagram
Shorlty after the interviews had been completed and transcribed, a Venn Diagram model 
was sketched up in order to document the key themes that were evolving from these inter-
views. This illustration documented the reflective process that had commenced in response 
to the immersive nature of the data analysis process. The early Venn Diagram captured be-
low (Fig. 12) illustrates the primary ideas that emerged, and how they were being considered 
in relation to each other based on information collected from both educator and student 
responses. 
Fig. 12 Venn Diagram. Stage 1.
Documented in the diagram above are the words ‘Communication’ and ‘Collaboration’ in 
the two main circles, the overlap of which is enabled by ‘Facilitation’. At this stage of the 
diagram’s evolution, communication and collaboration had emerged as descriptors for key 
concepts that were repeated across all interviews. The third idea presented in this diagram, 
facilitation, was established as a way to connect communication and collaboration and is 
indicative of an early finding proposed as a result of this work, concerning how we conceive 
of the identity of the educator. At this stage of the data analysis process, what was slowly 
evolving was an understanding that the educator’s role was based in both collaboration and 
communication with the student, as well as other stakeholders such as the community and 
industry, in contrast to a traditional teacher-led dynamic.
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Colour was introduced to the diagram to differentiate between each idea and to help visu-
alise the zones surrounding these as potential spaces for additional ideas to occupy. The 
rationale behind turning facilitation from a ‘field’ into an ‘arrow’ is to indicate that the re-
lationship is dynamic rather than static; both communication and collaboration need to be 
(constantly) enacted by means of one another. In the below illustration (Fig.13) the central 
concept is described through the words ‘Connection’ and ‘Experience’, which is demonstra-
tive of what impact the merging of these two outer concepts would have for both the educa-
tor and student; this diagram speaks of a ‘connective experience’ through the nurturing of 
‘communication’ and ‘collaboration’, the outcome of a carefully facilitated journey. 
Fig. 13 Venn Diagram. Stage 2.
Moving beyond the two variations presented in Fig.12 and Fig.13, a more critical perspec-
tive was required to properly realise how the diagram could be effectively used to situate 
the findings of the research in dialogue with the contexts in which communication and col-
laboration take place. The gradual nature of the coding process supported the emergence of 
concepts which could be used to more accurately and clearly connect these themes. These 
terms identified through the coding process (‘values’, ‘growth’ and ‘evolution’, ‘conflict’ and 
‘challenge’) assist in clarifying the nature of the relationships between ‘communication’, 
‘collaboration’ and ‘experience’. ‘Values’ identifies that collaboration and communication 
are common goods; the other four are ways in which the relationship between the collabo-
ration and communication is enacted or unfolds.
Fig. 14 Venn Diagram. Stage 3.
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Through consideration of ways to integrate these concepts into the previous diagram 
(Fig.14), additional ideas concerning context emerged, which brought into question the 
wider implications of these ideas. An addition to the preceding diagram (Fig.14) is the indi-
cated movement of the arrows from student to educator, which are titles ‘collaboration’ and 
‘communication’ seen in the below Fig.15. Similarly, the same movement through arrow 
placement is marked between the immediate ‘fashion context’ and the broader ‘social, cul-
tural, political and economic context’ within which these relationships sit within and talk to.
Fig. 15 Venn Diagram. Stage 4.
In the final iteration of the Venn Diagram structure above, the ideas have been refined and 
articulated with the introduction of more colour to differentiate each idea. This version of 
the diagram helps to visually connect similar concepts. The movement between ideas with-
in Fig. 15 has been expressed through the addition of arrows. In particular, ‘Partnerships’ 
signifies the relationship between the immediate and broader contexts, connecting fashion 
institutions and industry partners and therefore education with real-world experiences. 
This final iteration of the Venn Diagram implies that the transformative fashion education 
experience culminates in an experience of growth or evolution (as noted in the centre), 
through the sharing and communicating of values as well as the realisation and capacity to 
acknowledge vulnerability in this experience. It is through nurturing an environment that 
values and fosters collaboration and communication between students, and between stu-
dents and educators, that the adoption of new perspectives can be achieved.
 3.3.8 Concluding the Mapping Series
The various data analysis processes discussed in detail in this chapter have demonstrated 
that the interview series data has been deeply thought provoking regarding the importance 
of communication and collaboration as means for establishing, preserving and strengthen-
ing the educator and student relationship. Furthermore, the data analysis indicates that 
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through the use of these  methods, supported by theory established in the literature review, 
a potentially transformative experience is enabled for students and educators alike, through 
a connective experience that includes conflict, challenge, and the sharing of knowledge. In 
addition, the research findings indicate that this activity lives in continuous exchange with 
both fashion and wider socio-cultural contexts.  
Further points concerning these relationships will be discussed in Chapter’s 4 and 5.
 
After completing the Venn Diagram series, a clearer picture of the central findings from 
this research emerged. As a result, further mapping of these ideas was conducted via the 
creation of a series of horizontal maps. These maps, documented in this section (Fig.16 and 
Fig.17), were developed to understand how the relationships between the ideas could be ar-
ranged to make the connections more explicit to the reader. The hand drawn map below, 
Fig. 16, indicates how the two themes, ‘agency’ and ‘context’, have emerged as significant 
contributions to the findings of the study. The generation of the term ‘agency’ has been 
used in the below map as an umbrella term encompassing the capacity of both the educator 
and student in the learning process. 
Fig. 16 Collating Findings from Conceptual Maps and Venn Diagrams
This above diagram illustrates how key ideas and relations have been refined in more ex-
plicit ways than those captured through the Venn diagram process. This map was initially 
hand drawn in pen to maintain a blueprint for how an understanding of the ideas and their 
relationships started to shift, removing the editorial desire to respond to these changes by 
erasing their history. Maintaining the map in this form has allowed for the understanding of 
dominant themes to emerge. This hand drawn map was then converted to a digitally drawn 
map to clearly communicate the key ideas and their relationships with one another. This 
has been captured in Fig.17 on the following page.
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Fig. 17 Collating Findings from Conceptual Maps and Venn Diagrams Digitally
The use of colour aids in tracking the key themes ‘capacity to act’, ‘anchoring learning in 
reality’ and ‘role/identity’.  A discussion of the relationship between the findings that have 
emerged from this mapping process are presented in the Chapter 5 of this thesis.
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3.4 Research Phases:
The Online Student Survey
 3.4.1 Introducing the Student Perspective
The limitations of the methods employed to analyse data from the interview series, pre-
sented in detail in section 3.4.3 of this chapter, made it clear that the interpretation of exist-
ing theory and practice would greatly benefit from the inclusion of the student perspective. 
The decision to incorporate quantitative data through the involvement of a student survey 
was driven by two factors: firstly, by a desire to strengthen the qualitative interview findings 
with accounts of the student experience, and secondly by the difficulty in obtaining qualita-
tive data from the students. Once the educator interview responses had been analysed, they 
were then compared with the limited number of online survey responses collected from 
the students of the selected courses. This additional stage in the data analysis process has 
been included to establish whether the comparison of these perspectives confirmed the 
similarities and/or differences in each studio experience identified through the interviews. 
This process also served to develop an understanding of the student reactions to certain 
teaching styles and methods. 
The student survey questionnaire was circulated at various times between 2016 and 2017 
by the educator liaisons; when approved by the liaisons, the survey was emailed by the re-
searcher directly to participants. The data collected from the survey questionnaire was done 
so anonymously through online survey development software Survey Monkey. 
 3.4.2 Survey Participants
The survey participants were drawn from a sample pool comprised of the class members 
from each of the courses selected for comparative analysis. Each of the course leaders was 
contacted via email and agreement was sought to distribute the online survey link to all stu-
dents who participated in the course. The number of respondents for this component of the 
study varied across the four universities; in most cases it was less than half the population of 
the class that chose to respond to the call to participate. As noted by Groves, with a higher 
response rate comes an assumption that the non response bias will be low (Groves,1989, p 
209). 
London College of Fashion Nike Making Project   3 respondents
Massey University Fashion Activism: Space Between China     5 respondents
California College of the Arts Ecology of Clothing    4 respondents
Kolding Design School Design for Change     2 respondents
All the respondents remained anonymous throughout the process of this research. Assur-
ing the students that they would remain anonymous throughout the life of the research 
project was key to encouraging them to feel comfortable about responding honestly, with-
out concern for judgement from their course leader. Gaining student participation in this 
survey was not always successful. For reasons of confidentiality in some cases, it was difficult 
to contact students who had already completed their degrees. Whilst course leaders were 
encouraging of their students’ participation, obtaining high student participation rates was 
not a straightforward process. Expressing appreciation for respondent participation in
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advance of distributing the survey did not seem to garner maximum response rates from 
each contacted population; potentially monetizing or providing tokens of appreciation may 
have guaranteed a higher rate of participation. For this reason, the student component of 
this study makes a limited contribution to the research, although in some cases it has helped 
to establish the presence of specific transformative teaching strategies whilst at the same 
time providing some insight into the student experience of those strategies.
Equivalence was ensured throughout the research process to establish a sound basis for the 
interpretation of cross-cultural and multi-lingual data. Survey questions were translated 
into Danish for the Kolding Design School’s Design for Change course student participants 
and distributed by the course leader. However, students were asked to complete the survey 
in English as classes were held in English.
 
 3.4.3 Quantitative Sampling
The sample group of students selected for this survey was defined using Denscombe’s (2007) 
sampling frame survey technique. The sample size, depending on the population of each 
class, was defined by the total number of responses received at the conclusion of the survey. 
A minimum of 2 responses per course was set as the aim for the collection phase, which 
would bring a total of 8 responses from all courses surveyed. Fortunately, 14 responses were 
collected in total. The time set aside for this component of the study was approximately 18 
months, spanning from the first half of the first year to the end of the second year of the 
research schedule. This timeline allowed for frequent communication with course leaders 
which was used to determine what would be appropriate timing for students to complete 
the survey. This timeframe also provided students with adequate opportunity to receive the 
survey, read about the research, and complete the online questionnaire. 
The distribution of the online student survey took place after the educator interview series 
had been completed for that corresponding course. The reason for this was that, having 
made initial contact with the course leaders and utilising the interview as a moment to con-
nect and share the research and its purpose, it was assumed that the course leaders would 
then be more likely to understand the significance of student participation. 
Creating the quantitative questionnaire for this survey initially involved the identification 
of a thematic structure from which to understand what questions were in need of asking. 
The themes used to identify and formulate the questions were informed by the secondary 
research question driving this component of the study, ‘Did participating in this course en-
courage a shift in the way emerging designers view the fashion industry and its systems? If so, in what 
way?’ In order to use the survey to respond to this query, the below themes were constructed 
from which questions were drafted and edited using feedback from the supervision team 
and research colleagues at RMIT University. The three key areas of interest, under which 
subsequent survey questions were created, were (the ethics approved questions are listed 
under each theme):
 Student: Personal Context
This section of the questionnaire was used to identify characteristics about the student re-
sponding, such as what university they are from, whether they had completed any prior
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learning around sustainability as a subject not in direct relation to fashion, and whether they 
experienced a shift in perspective as a result of participating in this course.
 Q1 What is the name of the school you attended? e.g. Royal Melbourne Institute of Technology
 Q2 How did you feel about ideas of sustainability in fashion before starting this class?
  A. I had a comprehensive understanding of the issues surrounding sustainability in fashion 
  but wanted to know how I could contribute in a practical sense to positive change.
  B. I had a basic understanding but chose this class as a way of expanding on this knowledge.
  C. I knew very little about the issues surrounding sustainability in fashion but wanted to 
  develop my practice and considered this class to be a good first step.
  D. I chose this class for other reasons unrelated to learning about sustainable fashion.
  PLEASE BRIEFLY ELABORATE ON YOUR RESPONSE.
 Learning Environment
Acknowledging the learner’s environment is vital for the educator and key to creating a 
transformative learning experience for students. According to Mackintosh (2014), it has the 
ability to enhance the learner’s interaction with content and thus influence their capacity to 
act in reaction to said environment (Walden, 2009). This key area of interest is explored in 
both the interview series and through the student survey questionnaire, as a way to analyse 
the intention of the educator in contrast with the students experience of their learning en-
vironment. 
 Q3 Did you find the brief to be open or structured and why?
PLEASE EXPLAIN WHY YOU SELECTED THE ABOVE RESPONSE. FOR EXAMPLE, WAS THERE 
FREEDOM TO CHANGE ASSESSMENT CRITERIA TO ACCOMMODATE YOUR LEARNING 
PREFERENCE?
 Q4 Did the course increase your understanding and/or *critical thinking on sustainability?
PLEASE ELABORATE ON YOUR SELECTED RESPONSE HERE.*CRITICAL THINKING: OB-
JECTIVE ANALYSIS / EVALUATION OF AN ISSUE (SUSTAINABILITY) IN ORDER TO FORM 
A JUDGEMENT. THIS COULD BE DONE THROUGH: CLASS DISCUSSION, PERSONAL RE-
FLECTIVE TASKS LIKE A CASE STUDY OR COMPARATIVE ANALYSIS. ANY ACTIVITY THAT 
MAKES YOU REFLECT CRITICALLY ON WHAT YOU ARE LEARNING.
 Q6 Did you often work collaboratively to problem solve in class time?
  A. Yes, please outline below how you found this experience.
  B. No, please outline if you would have liked this to be included.
  DISCUSS YOUR RESPONSE HERE.
 Q9 How was the class structured? Feel free to choose more than one response and elaborate on your 
 choice in the space below.
  A. In a studio-style atelier (work tables, mannequins, all students in one room).
  B. In a standard classroom format (desks facing teacher).
  C. Openly, no chairs, just work benches scattered.
  D. We often discussed topics in a large circle together in the classroom.
  E. The class was not in a set location, it changed from week to week.
  F. We worked mostly independently in our own personal workspaces.
  G. The class involved excursions to industry locations, it was not often held in a classroom/
  studio.
  HOW DID THE ABOVE SELECTION HELP YOUR LEARNING PROCESS?
 Reflection
Within this section of questioning, students were asked to provide constructive feedback 
about the course, and to share key moments or ideas that they took away from the experi-
ence. Additionally, students were asked to describe how participation in the course affected
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their broader perspective on the fashion industry. For this last section of the questionnaire 
multiple choice questions were integrated, accompanied by the inclusion of additional 
space to allow students to elaborate further and in more detail on their responses. Format-
ting questions this way helped when it came to analyse the student responses to this section, 
as it allowed for the grouping of popular choices whilst at the same time providing further 
text for clarity should that have been required. 
 Q5 Did the course transform your knowledge or understanding of anything else?
 SHORT ANSWER RESPONSE.
 Q7 How did you feel about ideas of sustainability in fashion after completing the course?
  A. I felt as though I had gained valuable tools that helped me better understand ways of 
  generating change in the industry.
  B. I felt more aware of what was happening, but not empowered to make a change.
  C. I felt more aware, but such insight left me feeling overwhelmed. How can I influence 
  change?
  D. This class did not change how I feel about these issues.
PLEASE BRIEFLY ELABORATE ON YOUR RESPONSE. IF YOU ANSWERED ONE OF THE 
FIRST THREE, HOW DID THIS CLASS CHANGE YOUR OPINION?
 Q8 Please describe a time that you felt your ideas were challenged in class.
 SHORT ANSWER RESPONSE.
 Q10 What would you change about this class?
 SHORT ANSWER RESPONSE.
 Q11 What are three key points, ideas or memories you have taken away from this class?
 Q12 How has participating in this class changed the way you view the fashion industry?
  A. Radically. I now want to focus all my energy on pursuing more sustainable fashion 
  practices.
  B. Significantly. I would like to continue to learn more; I may consider changing my 
  fashion practices.
  C. Mildly. I don’t feel the need to learn more, and do not want to change my fashion  
  practices.
  D. Not at all. I am still not interested in ways to make the fashion industry more sustainable.
  PLEASE VERY BRIEFLY ELABORATE ON YOUR RESPONSE.
 3.4.4 Data Analysis Process
 
The multiple-choice section of the survey produced clear findings for comparison. The 
nature of the line of questioning created for the student survey made for a clear and con-
cise grouping and coding of responses. The program used for the creation and analysis of 
the online survey, Survey Monkey, generated quantitative information from the multiple-
choice questions created for the survey. These responses are presented in both a pie and bar 
chart format. As a method for gaining further insight into the students’ multiple-choice se-
lection, short answer questions asking students to briefly elaborate on their multiple-choice 
response were included. Whilst the multiple-choice questions generated clearly differenti-
ated results, responses to the additional short answer questions required the use of coding 
processes to comparatively analyse the results.
In total, of the 12 questions that were created, 9 were multiple choice questions. Of the 3 
that were not multiple choice, 1 was a question asking students to state the name of their 
university, and the second was a question asking students to describe a time they felt they 
were challenged during the class. The third short answer question, also the last of the sur-
vey, was used to encourage students to provide constructive feedback regarding what they 
would change about the class. These short answer questions provided much needed data; 
92
for example knowing the student’s university affiliation helps with understanding the con-
text for each response (as well as measure the number of responses from each course), 
whilst the other questions allowed the students to share personal reflections and opinions 
and provided a sense of depth, clarity and insight. Each of the 14 student responses to these 
short answer questions has been analysed to provide additional findings. The short answer 
responses have also aided in contributing a student voice to this research project and to 
capture the sentiments and experiences students felt in response to these courses, some-
thing that information generated solely from the multiple-choice questions could not have 
provided. 
3.4.4.1 SurveyMonkey (CAQDAS)
The software program Survey Monkey provided a variety of tools useful to the analysis of 
the results collected from questionnaires. In regard to comparative analysis, the program 
is able to compare by Question and Answer or Compare by A/B Test (an option which was 
not available for this survey). An additional feature of the program allows for text analysis, 
which searches and tags comments to create word clouds from frequent words and phrases. 
As the short answer responses were analysed manually through coding processes, this fea-
ture was not required, however for larger and more time-consuming surveys the text analy-
sis feature would be an appropriate means of analysis.
For the analysis, Survey Monkey was used to filter the data collected from student responses. 
While not overly helpful when comparatively analysing the results, it is beneficial to under-
standing how students from a particular university can be grouped by their responses. This 
filter was also useful when searching for direct quotes from students who attended a specific 
university in order to provide a supportive or contrary perspective to that communicated 
by their educator.
Using the Question Summaries filter was the chosen method for reading the data compara-
tively. Whilst there was the option to format the multiple-choice questions into a range of 
different charts, pie charts were chosen to provide a clear visual representation of the com-
parative results for each question. This allowed the findings to be represented as percent-
ages, while respondent figures accompanying each answer choice provided insight into how 
the respondents answered as a collective.
Fig. 18 Filter by Question Summary format, selecting data to be presented in a pie chart.
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3.4.4.2 Coding Process: Short Answer Questions
In order to analyse the short answer responses provided by students, qualitative analysis has 
been conducted by developing themes using Denscombe’s (2007) interpretative techniques. 
Grouping the interview questions under three key themes: personal experience, learning 
environment and reflection helped when labelling the data in the coding process. The qual-
itative data analysis portion of this analysis has been conducted in three stages:
1. Key thematic coding, using the three initial overarching themes
2. Question related coding, informed by the context created by the question
3. Comparative coding, using data gathered from the interview series in contrast with 
themes that had evolved from written student responses
The final stage of the analysis of the qualitative data provided through the online survey 
questionnaire is a discussion of the studio project analysis findings, as well as the implica-
tions these findings have on fashion teaching practice, in Chapters 4 and 5. Furthermore, 
the limitations posed by the methodology are reflected upon in Chapter 1. 
3.4.4.3 Discussing the results
When considering the results generated by the student survey method, it is worth noting 
that the study would have benefitted from a greater response rate. Denscombe (2007) notes 
that sample sizes should not be fewer than 30 people, although the anonymous quality 
of the study combined with the international nature of the courses, meant it was hard to 
ensure participation from the students. Singleton & Straits (2012) note that monetising the 
survey or even providing respondents with a token gift can generate better results, though 
this cannot be confirmed in retrospect.
In total, 14 respondents provided this body of work with valuable findings, the most critical 
being that 78.57% (11 out of 14) of students felt that their participation in the selected course 
increased their understanding of and / or critical thinking on sustainability. That result in-
dicates that the courses selected for analysis and the educators interviewed for this study 
have been successful in effectively engaging and enhancing their students’ thinking on sus-
tainability. In addition, 13 of the 14 respondents recorded that these courses helped them 
feel more aware of what was happening in the industry, and 8 out the 14 felt empowered, 
as a result, to make a change. The reality is that with an increased response rate comes the 
opportunity for greater depth and subtlety to the findings. However, this reality need not 
undermine the meaningfulness of the data generated by this study, since the research has 
shown that the courses examined have made a significant contribution to the design think-
ing of students around the world.
94
3.5 Conclusion
This research into the study and practice of fashion education for sustainability has revealed 
a number of individuals mobilised by their passion for working to develop such curricu-
lum, and the dynamism of their shared professional and personal values was evident dur-
ing the expert educator interview series. Each respondent spoke of a sense of community 
within the context of both academic and industry practice connected by a strong interest in 
sustainable fashion practice, and a commitment to educating students about the implica-
tions of current un-sustainable fashion practices on their local and global environments. In 
particular the mapping process, discussed in section 3.3, generated as a by-product of the 
interview analysis, helped to structure a framework from which findings started to emerge. 
The nature of this mapping process allowed for the emergence and evolution of key themes 
and critiques around the benefits and challenges associated with adopting a more trans-
formative approach to teaching fashion and sustainability. It was through the adoption of 
this method that a clearer understanding of how current fashion teaching practice relates 
to transformative learning theory was highlighted, as well as how this may contribute to 
fashion education practice for sustainability. 
Upon reflection, alternative approaches could have been utilised in order to encourage 
more participation from student respondents. Perhaps as Singleton & Straits (2012) point 
out, a higher rate of cooperation could have been achieved had the survey been based on a 
social exchange theory of human behaviour, according to which “the greater the perceived 
rewards relative to the perceived costs of complying with an interview request, the more 
likely it is that a householder will cooperate” (Singleton et al., 2012 citing Dillman et al., 
2009; p. 77).  
Regardless, whilst this may indicate room for further investigation into the student expe-
rience, a deeper analysis of this experience is beyond the scope of this study. The devel-
oped methodology applied to the analysis of the educator interview data has been sufficient 
to provide knowledge of the current practice and future possibilities for fashion teaching 
practice for sustainability. With a greater awareness of the ways existing learning and teach-
ing theory contributes to fashion pedagogy, more progressive student learning experiences 
will be given the space to evolve.
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APPENDIX TO CH3
1. Transformative Learning Theory Cross-Case Analysis Chart.18
This chart was created and used to identify and compare the use of TLT and its associated teaching 
strategies by the educators interviewed, as a method of cross-case analysis. Below is a snapshot of its 
structure.
18. The chart has 
been included in 
this format to pro-
vide an overall idea 
of how the analysis 
was conducted. 
The research will 
discuss the finding 
generating from 
this Chart in Chap-
ter 4 and 5.
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4
A STUDY OF TRANSFORMATIVE FASHION EDUCATION IN 
PRACTICE
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4.1 Introduction
This chapter is dedicated to reviewing a selection of fashion studio projects that are widely 
acknowledged as leading examples of best teaching practice within sustainable design edu-
cation. Theodore Schatzki’s theory of transformation in social practice is presented in this 
chapter as a basis for comparison between existing theories and practices of transformative 
learning and actual instances of fashion teaching practice. In this chapter, the Local Wis-
dom Project provides a lens through which to consider course design and curriculum within 
sustainable fashion in relation to this thesis. A series of semi-structured interviews helps 
to establish the similarities between existing theory and current practices of expert teach-
ers within the discipline.  This is supported by a limited survey of past course participants 
from the relevant studio projects. The aim is to understand this space from a teaching per-
spective, but additionally student perspectives are taken into consideration. Based on these 
criteria, interrogating existing examples of teaching practice from acknowledged leaders of 
sustainable fashion education will establish the presence of transformative teaching prac-
tice within the discipline of fashion design. 
The chapter is presented in several parts. The first outlines key details about the study in-
cluding a discussion of the selection criteria used to decide which fashion programs and 
their corresponding projects would form the basis for this analysis. This section introduc-
es all the relevant course background information gathered in relation to each program, 
utilizing both a review of existing literature combined with written observations and data 
gathered from semi-structured interviews to do so. The chapter then progresses to primary 
research around the data collected through the expert interviews to provide first-hand per-
spectives for teaching fashion for sustainability. 
Theory surrounding transformative learning and teaching defines the experience from the 
perspective of the teacher and the student (Kasworm & Bowles, 2012; Taylor & Cranton, 
2012). Theodore Schatzki extends this idea, suggesting that a transformation in social prac-
tice can occur in two different ways (in Robinson, 2010) by:
 
1. Creating new ways of completing existing projects, and/or
2. Combining new and existing ways of completing new projects.
 
While Schatzki (2002) is not directly referring to an education context, his ideas still pro-
vide a useful theoretical framework to analyse this field. Extending his work, Todd Rob-
inson (2010) discusses how Schatzki’s ideas of transformation and change can perhaps be 
applied in an educational context. Selection criteria were developed from their work and 
have been used to identify the five key fashion university courses that form the basis for 
this comparative study. The Local Wisdom Project, established by Kate Fletcher19  in 2009, 
has also been used to scope the study within the growing field of design for sustainability 
and to identify courses with similar objectives, in this case by engaging with the concept of 
Craft of Use. 
 4.1.1 The Local Wisdom Project - Background
The Local Wisdom Project explores the concept of the Craft of Use by creating a network of 
global partners who participated in gathering local stories and images about how people
19. Founder 
of the Local 
Wisdom 
Project, and 
Professor of 
Sustainability, 
Design and 
Fashion at the 
Centre for 
Sustainable 
Fashion.
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use their clothes. The project aimed to explore emotional relationships between garments 
and their owners, and in doing so, offer a new vision for fashion that extends beyond per-
petual buying and selling (CCA, 2012). In total, seven universities contributed to collecting 
these stories and images in successive events or symposia as a part of the Local Wisdom Pro-
ject International Network across nine different countries including: UK (2009, 2012, 2013), 
USA (2011, 2012), Canada (2012, 2013), Denmark (2012), Australia (2013) and New Zealand 
(2013).20 The universities who participated in the project presented here (London College 
of Fashion, Kolding Design School, Massey University and California College of the Arts) 
were encouraged to use the stories and images gathered through the research in the devel-
opment of their course design.21
Kate Fletcher explains the concept of the Craft of Use within the Local Wisdom Project in this 
way: 
Most people are familiar with -- and highly prize -- the craft or expert skill of 
making things like garments. What is valued is an expert’s touch, honed over years 
of training and a process of constant refinement of technique necessary to create 
superior pieces. We think that similarly skilful, cultivated, and ingenious practices 
also exist associated with the tending and using of garments. We call them the Craft 
of Use. (Fletcher, 2017, para 1)
The Craft of Use concept provided a novel way for researchers to engage with design for 
sustainability and in doing so, offered the same opportunity to teachers interested in inno-
vating their courses. The important aspect of viewing sustainable design through the lens 
of Use has been to understand that emerging designers would benefit from this knowledge 
during their undergraduate learning journey. It became clear that, through their partici-
pation, the fashion educators at the selected universities were open to challenging their 
current methods for integrating sustainability content into their courses. This is supported 
by the accounts of the expert educators who led the delivery of these studio projects, docu-
mented through a series of semi-structured interviews.
The California College of the Arts has shared their perception of the opportunities afforded 
by the project, affirming that learning about individual use and connection with garments 
encourages educators and students to discuss alternative ways to “create, wear and think 
about fashion”, ways that were “…appropriate for an interdependent world with limited re-
sources” (CCA, 2012). Fashion Design Chair at California College of the Arts, Amy Williams 
states:
At CCA, we train thinkers. We’re asking people to think about fashion design. About 
product development. About the methods and the practice of using that work. So 
Local Wisdom is a perfect project because it’s all about ‘how we can repose the 
question of what fashion design should be? ... And that will make a big difference 
(CCA, 2012).
This view is supported by Anne-Louise Bang, who states in an interview that taking part in 
Fletcher’s Local Wisdom Project has had a lasting impact on the evolution of the sustainability 
curriculum at the Kolding Design School. Participating was the catalyst for the concep-
tion of Design for Change, according to Bang, who goes on to discuss how the initial project 
concept has resulted in the development of another, collaborative project across multiple 
disciplines within the Kolding Design School (Bang, 2016, Interview).
20. Germany, 
Ireland and 
Norway also 
participated 
in the Local 
Wisdom Inter-
national Net-
work running 
Festival events 
not connected 
to a spe-
cific university 
course and are 
therefore not 
included here. 
These dates 
were acquired 
from the 
Local Wisdom 
website (www.
localwisdom.
info) 
21. To avoid 
bias RMIT 
University has 
been excluded 
from the study 
as discussed in 
Chapter 1.
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For Jennifer Whitty of Massey University, participating in the Local Wisdom Project has also 
had an immense impact on her professional domain. Whitty discusses during her interview 
the pioneering nature of Kate Fletcher’s research project, illuminating an area in fashion 
that has previously had little attention (Whitty, 2015, Interview). Just as Fletcher’s work “…
challenged the dependency of the fashion industry on increasing material throughput” 
(Whitty, 2015, Interview), it also inspired the fashion practitioners, researchers and educa-
tors who interacted with the project. By addressing questions around how to enable and 
empower users of clothing to create positive and satisfying relationships with their gar-
ments, Whitty’s research project entitled The Space Between interacts with an emerging field 
of research, that of the user experience of fashion in the post-production and post-retail 
sector. In her interview Whitty also recognizes that the Local Wisdom Project, of which the 
NZ iteration was launched by Fletcher in 2013, has had a ‘huge impact on… [her] …work” 
(Whitty, 2015, Interview). 
Lynda Grose also confirms that taking part in the Local Wisdom Project in 2012 has had a 
lasting impact on her fashion teaching practice. Grose was the lead investigator at CCA on 
the project and has integrated the concepts associated with the experience into several CCA 
courses. 
CCA is an ideal platform for Local Wisdom because the values the project explores 
sit right within our mission. Both Local Wisdom and CCA foster an active engage-
ment to influence cultural change (Grose, 2016, Interview).
The Local Wisdom Project is a great example of how the sharing of research through practice 
can affect course design, curriculum and teaching practice, inspiring explorations of best 
practice for teaching sustainability in fashion. Whilst Dilys Williams of the Nike Making 
Project does not talk explicitly of the connection this project has had to the ideas expressed 
through the Local Wisdom Project, Kate Fletcher’s relationship with the CSF as its Professor 
of Sustainability, Design and Fashion means that “her strategic leadership on fashion-sus-
tainability research permeates the Centre’s activities“ (CSF, 2008). 
These four universities, as a result of their participation in the Local Wisdom Project, each 
designed and delivered studio courses built around the central concepts expressed through 
the Craft of Use. The research presented here, which has been collected from expert educa-
tors, offers an opportunity to assess whether correlations between projects exist regarding 
course aims, the selection of student participants, the availability and provision of fund-
ing, and the place of the studio project within the overall program of the institution. How 
each of the studio projects has been designed and delivered provides insight into the con-
text within which the projects operate and extend the original format, created by Fletcher, 
based on local insight.  
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4.2 Project Specifics
 4.2.1 Introducing the Projects 
The following section introduces key details about each of the studio projects based on 
course and program materials, supporting documentation provided by some of the par-
ticipants, and firsthand accounts. The aim is to establish any variances in the underlying 
courses across the different universities that may impact the data analysis. These are sup-
ported by personal interviews and the student surveys conducted between 2014 and 2018. 
For the purposes here, information will be presented separately for each project in their 
Local Wisdom Project order.  
Nike Materials Sustainability Index Project (2009): London College of Fashion / Centre for 
Sustainable Fashion
London College of Fashion (LCF) is one of the leading fashion design institutes deliver-
ing curriculum with consideration of the fashion industry’s changing landscape and is the 
only college in the UK to specialize in fashion education, research and consultancy (Duff, 
2014). The Centre for Sustainable Fashion (CSF), a world leading research centre, places 
importance on partnering with industry as the foundation for many of the courses it offers 
to its students. In 2009 the college hosted the Nike Materials Sustainability Index Project [The 
Nike Making Project], where the brand partnered with students, researchers and educators to 
create a resource; something informative, innovative and aesthetically relevant, to enable 
and encourage fashion designers to be more critical and conscious within their own design 
process. The college offers many different degree level fashion programs. Frances Corner 
explains that “one of the major businesses CSF have worked with is Nike, who came to CSF 
with a question: How can we de-couple successful design from the degradation of nature? 
They [Nike] wanted to improve their material choices to decrease the effect they have on 
the environment, while still maintaining their honed aesthetic” (Corner, 2015). The Nike 
Making Project was not considered as part of the LCF set student curriculum, as students 
were not awarded credit points towards their degree. However, they did gain invaluable in-
dustry experience and a global platform to showcase their work (Williams, 2016, Interview). 
This collaborative project culminated in the creation of an app-based platform, the Nike 
MAKING Application, which was created with the hope of streamlining the fashion design-
ers’ making processes by providing easier access to material sourcing information. This 
project was made up of a select number of students chosen from the college’s Design, Busi-
ness and Media Communications disciplines. Much like the Local Wisdom Project’s Craft of 
Use, the Nike Making Project engages designers to work together on a cooperative sustainable 
design project.
As a result of its partnership with the Centre for Sustainable Fashion, LCF has been able to 
pioneer innovative classes to encourage students to engage with sustainable fashion the-
ory in a practical and thought-provoking way. Linking students with large industry play-
ers such as the Kering group (owners of Gucci, YSL, Balenciaga, Alexander McQueen and 
other brands) and Nike allows students to discover how to use collaborative practice in a 
‘real-world’ context while being encouraged to critically reflect on their impact from both 
personal and professional perspectives. Through participation in these classes, students are
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encouraged to take “their skills, knowledge and experience and change industry for the 
better” (Corner, 2015). Furthermore, this mode of teaching illustrates the change-oriented 
nature of these students engaging with curriculum around sustainable fashion practice. 
 Ecology of Clothing, Seminar Class (re-occurring): California College of the Arts 
A second learning-inspired iteration of the Local Wisdom Project was Lynda Grose’s Ecology 
of Clothing course (2011, 2012).22  Education for sustainability within the fashion program at 
California College of the Arts (CCA) is covered by two classes, the Ecology of Clothing studio 
class and seminar class. Both of these are offered annually at CCA by the school’s fashion 
program. These classes were developed by Grose who applied her professional experience 
as a designer and consultant in order to develop curriculum which she feels addresses the 
“impact of textiles and the constraints and ethics of working with artisans” (Grose, 2016, 
Interview). 
The first version of these classes was a single course created in 1999, at the request of the 
then founding chair who asked Grose to teach students about her work as a practitioner 
within the fashion industry. Since then, the course has undergone structural changes as 
CCA has developed its pedagogical approach to education for sustainability. Whilst initially 
it was taught by Grose as a one-off class, under the college’s second chair the class devel-
oped into a required learning component for all 2nd and 3rd year students. This changed 
again under the third chair who split the course into the current format: a seminar class and 
a studio class, which are both required learning components. Students at CCA have the op-
tion to take the Ecology of Clothing classes in their 2nd or 3rd year, though most tend to take 
it in the 3rd year (Grose, 2016, Interview). This research will be focusing on the structure, 
teachings and student experiences of the sustainability seminar class only, as the sustain-
ability studio component of the course was undergoing curriculum changes in 2017 and 
unable to be included in the analysis.
Grose, who delivers both the studio and seminar classes, notes that the greatest assistance 
in the ongoing development of this stream has been the support she has received from the 
various heads of the fashion programs over the years (Grose, 2016, Interview). CCA is an in-
stitution that “integrates sustainability into its mission and so accepts and supports sustain-
ability initiatives” (Grose, 2016, Interview). California College of the Arts does not consider 
itself a research university, according to Grose; the curriculum is developed and owned by 
the teaching staff, as is their own independent research. That is unless, Grose states, there is 
an initiative that is directly related to curricular development (Grose, 2016, Interview). Like 
other faculty members, Grose uses her own research to inform the growth of her teaching 
practice, folding her professional experience and research into the curriculum, and each 
year developing the course on the basis of student feedback. Grose recalls introducing ideas 
drawn from the Local Wisdom Project through her classes, noting “it was a really valuable 
project, [and] exciting because it was international” (Grose, 2016, Interview). She does add 
that the ethnographic nature of the research was challenging for students as they are accus-
tomed to drawing on visual inspiration for their work. Despite this challenge Grose reflects 
that the experience was beneficial for both students and her own teaching practice. 
22. Linda 
Grose has 
run the Ecol-
ogy of Clothing 
course at CCA 
since 1999.
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 Design for Change (re-occurring): Kolding Design School
The idea for the Design for Change studio course grew from a collaboration between Kold-
ing Design School and Fletcher’s Local Wisdom Project in 2012. After having participated in 
this collaboration, Vibeke Riisberg and Anne Louise Bang decided to maintain the focus 
on sustainability within the curriculum by creating a core studio that dealt with issues of 
sustainability in fashion, Design for Change.
Design for Change examines how clothing and fashion as phenomena can be trans-
formed by considering the use phase during the design process. In addition, focus 
is on how to involve the user as an active participant in the transition to more 
sustainable behaviours. Thus, the project subscribes to an expanded notion into 
new business models and production as well as integrate it in the training of future 
designers (Design for Change, 2015).
The Design for Change course is a compulsory course at Kolding Design School, offered to 
3rd year fashion and textile design students. The multidisciplinary nature of this course, 
combining fashion design students and textile design students, creates a dynamic work-
ing environment, in which students are exposed to different methods for working and re-
sponding to issues surrounding sustainability.
The course has been structured so to reflect the passage of time and its influence on fashion 
practice. Divided structurally into a focus on the past, present and future, the course studies 
each tense to understand what can be learnt from the approach of a maker, considering the 
social and cultural factors at play and their relationship to clothing in each temporal dimen-
sion. For example, Bang notes that when discussing ideas of fashion in reference to the past, 
she emphasises how the notion of designing for longevity was an important consideration 
for the designers. Highlighting the differences in needs and conditions being experienced 
by the people wearing the clothes helps students to contextualise the reasoning behind the 
practice of making. The component of the course focusing on the past is accompanied 
by a trip to the National Museum in Copenhagen where the archived garment collections 
provide a hands-on study for the students, helping them to realize ideas of technique and 
craftsmanship used to extend the lifespan of garments. 
The present tense is introduced through a discussion with students on how designers can 
meet clothing demands with a consideration for sustainable practices. as Bang notes, “the 
industry is not ready to change the paradigm yet, so how can we then work with sustain-
ability.” Discussing the future tense with the students was concentrated around a design 
proposition querying what garments would be relevant for 50 years from now. This pur-
pose of this task is to open students’ minds to many wild possibilities, for example students 
speculated about what technological developments may occur in the future and then cre-
ated outcomes that would be products of these developments (Bang, 2016, Interview).
Head of Fashion at Kolding Design School, Nadine Möllenkamp explains further that the 
course, and the way it is structured, encourages students to constantly question their re-
search and development in order to challenge their preconceived ideas of fashion design. 
Multidisciplinary practice is taught for this reason, and students are encouraged to work 
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outside their comfort zones through the learning of different techniques and perspectives. 
This teaching practice seeks to challenge their development and also their ability to com-
municate as a designer (Möllenkamp, 2016, Interview).
Massey University in New Zealand similarly works to promote multidisciplinary practice 
within their College of Creative Arts, in particular through Jennifer Whitty’s Fashion Activ-
ism: Space Between China course. 
 Fashion Activism, Space Between China (2015): Massey University
The final university studied in this research to take part in the Local Wisdom Project, in 2015, 
is located in New Zealand. Jennifer Whitty conceived of the Fashion Activism: Space Between 
China course from her experience co-founding the Space Between Project, an initiative of 
Massey University’s College of Creative Arts that addresses the wastefulness of the current 
fashion system.
During the research and development period of Space Between (2013-2015) it be-
came very clear that in order to create real change it is important to engage a vari-
ety of stakeholders/students from across the College of Creative Arts (Whitty, 2015, 
Interview).
The Fashion Activism: Space Between China course operated in 2015 as a culturally immersive 
experience for twelve of Massey University’s College of Creative Arts 300 level (year 3) 
students. The project ran over six weeks in November and December in 2015, across China 
(Xi’an, Shanghai, Beijing) and New Zealand (Wellington, Lower Hutt). The course was sup-
ported by Massey University’s College of Creative Arts, though driven by senior lecturer 
and researcher Jennifer Whitty’s individual research (Whitty, 2015, Interview). This collab-
orative course was “about finding sustainable strategies, which is quite different to most of 
the other courses that they would do in the College…By allowing for it [sustainability] to be 
the actual topic the hope was that they [students] would understand how open and diverse 
and ‘doable’ sustainable activity is” (Whitty, 2015, Interview). 
Whitty notes that the topic of sustainability is often embedded in courses offered at the 
college without being the explicit topic of focus. Whitty hoped that through explicitly af-
filiating the course with sustainability content, students would understand how workable, 
achievable and diverse sustainable fashion strategies might be applied. In her interview, 
Whitty identifies communication and consumer perception of fashion as key barriers to 
creating a more sustainable future (Whitty, 2015, Interview). 
Whitty recalls the desire to engage more stakeholders in order to achieve real change 
through her project, stating that “by involving photographers, visual communication, tex-
tile, fashion and industrial designers, as well as Maori Visual artists all together, opens up 
a platform for dialogue and strategies for sustainable futures” (Whitty, 2015, Interview). 
Through engaging students from across the college, the focus of the course was to under-
stand and explore design activism and sustainability from a fashion and textiles perspec-
tive, culminating in the creation of a Manifesto for Design Innovation tailored to each student’s 
individual practice (Whitty, 2015, Interview). 
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 4.2.2 Course Aims
Each of the four courses selected for comparative analysis were similar in that they aspired 
to shift student thinking around what fashion design processes could look like by focusing 
on sustainable alternatives for fashion practice. The teaching practiced within these courses 
combines critical reflection with immersive collaborative activities to aid in developing the 
students’ understanding of the direct and indirect impacts of their design process. Through 
trans-disciplinary or inter-year collaborations students are exposed to a more complex per-
spective on the multi-faceted nature of fashion production, including broader and more 
varied methods for addressing issues of sustainable practice that apply to both the textile 
and fashion design fields. This range of teaching methods and perspectives allows for a 
more comprehensive approach to sustainability. 
Furthermore, Nike’s app-based platform MAKING was created to help designers and prod-
uct creators make more informed decisions about the materials they use in their design 
processes by incorporating, as stated on their website, “tips for improving the environmen-
tal impact of designs and a powerful comparison tool that allows you to compare the sus-
tainability attributes of the materials.” The Nike Materials Sustainability Index, which powers 
the MAKING application, was created using “publicly available” data on the environmental 
impacts of materials (MAKING, 2013). This information is used to enable the MAKING app 
users to make “real-time, predictive decisions,” helping transform the process behind their 
design practice. Utilising and developing a familiar platform such as this affords students 
the opportunity to engage with content about sustainability in an accessible, relevant and 
practical way.
As stated on Nike’s MAKING website, it is not always easy for designers to make “informed 
choices” and so partnering with London College of Fashion’s design students not only 
helped develop the usability of the application, but also highlighted areas in need of im-
provement. Furthermore, the collaboration enlightened students about the sustainable op-
tions available to them as designers, by educating them about the important environmental 
impacts of their choices. Commenting on the project, a student stated that “the app really 
helped in terms of letting you find different fabrics, and fabrics that you may not have 
heard of before like polypropylene, so the more I used it, the more knowledge I gained” 
(LCF, 2013).
In addition to the Nike Making Project, and its focus on transforming the design process, 
Jennifer Whitty’s Fashion Activism course was developed with the aim to “shift the students’ 
thinking so they are aware and empowered to enact change in their future careers as crea-
tives.” Whitty hoped participation in the course would also encourage students to alter their 
behaviours as consumers (Whitty, 2015, Interview).
Similarly, the Kolding Design School’s Design for Change course echoed a desire to shift 
students thinking around fashion practice, to provide them with the tools they will need to 
practice sustainably in the future. Researcher and project co-manager Anne Louise Bang 
states that the goal for this course is to support “students [in knowing] how to find and ac-
cess knowledge [on sustainable practice] when they need it... For the students, remember-
ing everything [they learn] is not the aim of this course. Instead, I think remembering that 
there is extensive information out there and knowing how to find it is the key” (Bang, 2016, 
Interview).
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Regarding long-term teaching objectives, California College of the Arts’ Lynda Grose states 
that her hope is for the students to develop a sense of ease through working alongside pro-
fessionals from other disciplines to solve design problems. Grose adds that her goal for the 
course is to ensure students leave feeling optimistic about their possible contribution to the 
industry and understand how to apply their newly found knowledge through practice and 
for further exploration beyond the current system of fashion.
We build solid awareness of ecological principles, the ecological and social impacts 
of fashion/textiles, the ability to use methodologies to identify impacts, ability to 
deploy appropriate design strategies based on identified impacts, awareness of the 
culture of consumption and new fashion businesses that decouple revenue from 
declining resources (Grose, 2016, Interview).
In summary, each course aims to enact or facilitate change – in this case for more sustain-
able design practice – through informing students’ design decisions and enabling students 
to act on these decisions.
 4.2.3 Administrative Variances
Each studio project leader has their own process for selecting their student population, 
administering and financing their courses. For the purposes of the research the following 
information is presented to provide clarity and to demonstrate how each university has the 
freedom to structure their project in line with their own institutional and program frame-
work. The information has the added advantage of outlining four possible variations on 
how to establish a sustainable design project.
 Student Selection
In order to achieve diversity within their student cohort for the Nike Making Project, The 
Centre for Sustainable Fashion put a call out to students of LCF’s Design, Business and Me-
dia Communications Schools, asking only ‘Do you want to change the game?’ This simple 
call out resulted in 350 students attending the initial briefing, which was held by Nike in 
collaboration with CSF and LCF. Nike informed the students at the briefing that they were 
interested in creating something experimental but were unsure of what it would look like. 
Following this briefing, students who were interested applied, were interviewed separately 
and in groups, and 8 teams of 4 students from across all disciplines were selected. Gauging 
student interest levels in collaborative or participatory learning was a fundamental compo-
nent to the selection process for the Nike Making Project.
Much like the LCF selection process, Massey University experienced a high number of ap-
plicants from which they selected their final number of students. Whilst there were over 50 
applicants for the Fashion Activism: Space Between China course, from across a selection of 
creative disciplines at Massey University’s College of Creative Arts, only 12 students were 
selected. Senior lecturer and course designer Jennifer Whitty, alongside the school’s Inter-
national Coordinator, selected students “based on grade-point average, and major” in order 
to ensure a diverse range of talents and perspectives within the group.
Unlike the above selection processes, Kolding Design Schools Design for Change course is a 
compulsory component of the 3rd year Bachelor in Fashion and Textiles program. All 
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students in both the fashion and textile departments within the school come together to 
take the course.  Design for Change is led by both educators and researchers in the fields of 
fashion and textiles. The multidisciplinary approach to this course allows for students to 
build upon their skill set, through examining different forms of design practice in a unified 
classroom setting.
Similar to the Design for Change course, both the Sustainability Seminar and Studio classes 
associated with CCA’s Ecology of Clothing course are compulsory learning components for 
all fashion design students, specifically 2nd and 3rd year students, and are offered as an 
elective to other disciplines. Whilst the CCA and Kolding Design Schools courses are com-
pulsory for students to complete, the LCF and Massey courses use selection criteria from 
which they draw their final list of participants.
 Coursework Value
Comparing additional administrational details, such as the method for crediting student 
participation, provides further context for each of these studio projects in relation to stu-
dent motivation and incentive. Each of the four studio projects discussed credited their 
student participation in these particular courses differently. LCF’s collaborative course with 
Nike was an extracurricular project, so the students were not credited in a traditional way. 
Instead students were rewarded with industry experience, networking and a global plat-
form to communicate their work. 
Whereas students partaking in Fashion Activism: Space Between China course received 15 
credit points. This is the common point structure allocated to all elective courses at Massey 
University’s College of Creative Arts. Whilst this course incorporated international trav-
el, cross institutional and multidisciplinary student cooperation, it did not stray from the 
structural makeup of any other elective course on offer. Similarly, students of Kolding’s 
Design for Change received credit points towards their overall degree for completing this 
course. This course is not considered as an elective but a core subject, open to all 3rd year 
students across the fashion and textiles departments. Whilst this course adopted a multidis-
ciplinary approach, the credit points remained the same as any other core unit within the 
Bachelor in Fashion and Textiles program. Again, the CCA Ecology of Clothing Seminar was 
allotted 3 credit points. Similar to Design for Change, it is a core component of their fashion 
design education, students having the option to take it either in their 2nd year or 3rd year. 
It is important to keep in mind that 2 of these 4 studio projects were not compulsory com-
ponents of a program of study.
 Funding
Just as understanding the crediting system for these projects provides a basis for compar-
ison, assessing how funding for these projects is governed affords understanding of the 
stakeholders invested in each project. There are commonalities that are similar to those in 
relation to the student crediting outcomes discussed above. The courses that were embed-
ded into the larger school program as core subjects (Kolding and CCA) were funded by the 
home institution, whilst the others incorporated external funding. The Nike Making Project 
was funded by Nike as contract research that involved researchers and students. These stu-
dents did not specifically gain credits towards their degrees.  
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Massey University’s Fashion Activism: Space Between China course received support from the 
Prime Minister’s Scholarship Fund for Asia, a scholarship established to encourage cultural 
exchange between New Zealand and China. Receiving this fund meant that the course was 
able to cover travel, accommodation and meal costs of all their students.23  Unlike LCF and 
Massey, Kolding Design School’s Design for Change course is compulsory for fashion design 
students and, being a core subject, was funded by the university.  Similarly, to Kolding De-
sign School, CCA’s Ecology of Clothing course is compulsory for fashion design students and 
is funded by the university.
In addition to examining information concerning the administrational aspects of each of 
these studio projects, during the expert interview series, each of the educators were asked 
about their personal and professional perspectives on fashion education and, in some cases, 
what they thought the future held for the sector. Each of the interviews provided valu-
able insights into how these experienced and specialist researchers viewed fashion teaching 
practice and their own contribution to this space. These insights validated and highlighted 
a range of feelings and opinions that I, a less experienced yet equally passionate fashion 
educator, held about how fashion education should be viewed and practised.
23. This 
Scholar-
ship is for 
the amount 
of $60,000 
NZD.
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4.3 Perspectives on Fashion Education
Based on a series of expert interviews, this section identifies various approaches to fashion 
education and outlines key issues from the perspective of expert teachers. The informa-
tion gathered provides insight into the experiences, perspectives and projections of what 
the future of sustainable fashion education may look like. Whilst each of the educators 
interviewed has a unique perspective based on their experience and the context for their 
teaching practice, there are common threads that can be drawn from their reflections on 
the practice of fashion education and its relation to the current state of the fashion industry. 
 London College of Fashion: Dilys Williams
In an interview conducted on 27 July 2016, when asked about her perspective on the current 
state of fashion education, Dilys Williams responded that she feels there is potentially too 
much of a focus on commercialisation in fashion education and there is a need to balance 
this with greater emphasis on conceptual thinking about fashion design as art practice. Wil-
liams added that “the idea of fashion’s identity-making as a philosophical view of how we 
represent ourselves in the world in these times, I think probably could be given more space 
and light.” Williams continued by discussing the duty fashion education has to its students, 
noting that as an educator she feels it is her role to think about what the world needs and 
wants beyond the specifics of a particular industry or role (Williams, 2016, Interview).
 Massey University: Jennifer Whitty
Jennifer Whitty stated that in her opinion fashion design is currently in a time of transition, 
moving away from a system exclusively concerned with commerce. Considering the highly 
wasteful nature of the fashion industry, Whitty believes that combining our energy through 
collaboration is the key to rectifying the industry’s problems. Students taught by Whitty are 
encouraged to utilise strategic design thinking through their own design practices. Whitty 
uses her position as an educator to funnel her research on sustainable fashion practices into 
her classrooms, a place where educators can “test [ideas] and create a catalyst for change” 
(Whitty, 2015, Interview). 
Through her ability to connect research with teaching, Whitty feels as though she has been 
able to add depth to her understanding of sustainability. Whitty expressed that through her 
research travel she has been exposed to sustainability teaching in other countries, enabling 
her to identify new pathways that exist for fashion design education globally. Whitty’s re-
search and teaching seeks to ask educators, researchers and practitioners alike to question 
fashion in different and “larger” ways, and in doing so “enable future designers to become 
empowered to respond to these insights and enact change.” In her 2006 paper, ‘Reconnect-
ing fashion design education: from the parts to the whole’, Whitty proposes new pathways 
for fashion design education. Drawing from her own teaching, research and enterprise, she 
employs theories of ecological design, meta-design, transition design and design activism 
in order to discuss the ways that educators can encourage future designers to ask different 
and larger questions of the industry.
Many of the greatest challenges experienced in any professional domain can be attributed 
to the constraints of time, more specifically to the need for more time to complete projects
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or to sufficiently reflect upon a project. Time affords us the opportunity to assess as we go, 
to make well informed decisions and to trial alternative solutions. 
When asked about the challenges of her role as an educator, Whitty admits that a lack of 
time and resources means not all ideas and activities can be sustained. Fashion students, 
generally, are not encouraged to seek answers to deeper questions about how design can 
“respond to issues as a transformational agent” in order to support our cultural, social, po-
litical, economic and environmental needs (Whitty, 2015, Interview). This point relates to 
Lidewij Edelkoort’s (2014) manifesto in which she argues that there is a need for greater 
conversation with the fashion design student rather than promoting design practice in iso-
lation from collaboration. These students are independent creators who should be encour-
aged to work alongside rather than against each other. This idea of collaboration and con-
nectedness is key to the way fashion education is delivered by Jennifer Whitty at Massey 
University. 
Considering the amount of time a cross-institutional collaboration of this nature could in-
volve logistically, allowing four weeks for the entire project seems like a very short period of 
time in which to complete visits to three different cities in addition to arranging and estab-
lishing the collaborative relationship, the learning activities, student reflection and project 
development. Whitty, in interview, discussed the difficulties that arose from this short time 
frame, and upon reflection, she said that she probably would not run the course again with 
only four weeks to cover such integral components of the subject. She added that, prior to 
starting the course, many of the Massey students did not know each other, which meant 
that they did not share the same level of experience when it came to collaborative practice. 
In response to this reflection, she continued that, should the course be run again, there 
would be more focus on team building exercises in order to increase confidence around 
collaborative practice. 
Whitty also noted that, should the course be run again, it would not be open it to as many 
different disciplines, that it would potentially be exclusively for visual communication and 
fashion design students. The reason she offered for this was that that through focusing 
only on two disciplines, coupled with the logistics involved in completing such an ambi-
tious journey, it could work better to unify the group through common practice and vision 
rather than create division.
 Kolding Design School: Anne Louise Bang & Nadine Möllenkamp
Much like the other educators, when asked about her perspective on fashion education 
Anne Louise Bang’s responses reflected her belief in the fashion industry’s its impending 
transition. Bang is of the opinion that the fashion industry is due to experience a paradigm 
shift in response to the overwhelming rapid growth the sector has experienced since the 
1960s. Considering that the environment is not able to sustain its current rate of growth, the 
demand for alternative fashion systems that take into account the earth’s finite resources 
will continue to thrive (Bang, 2016, Interview). 
Head of Fashion at Kolding Design School, Nadine Möllenkamp shares this perspective 
with Bang, pointing out that the school is focussed on educating students so that they feel 
relevant within an industry in transition (Möllenkamp, 2016, Interview). Whilst both 
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educators feel strongly about the inevitable transformation the fashion industry is due to 
undergo, both also acknowledge that this may take time and students need to feel prepared 
for finding work within the current industry. Bang notes that this can cause problems for 
students, who are learning and creating new tools for practicing sustainably but are still des-
tined to work with companies that are not ready for this change to be effected. As a result, 
Bang has noticed an emerging disconnection between the students’ educational experience 
and how they expect to practice professionally, a disconnection that can be challenging for 
the students to accept.
Whilst the reality of this ‘disconnect’ is problematic for the students in terms of mentally 
adjusting to life outside of university, it can also be considered as a blessing. The tools and 
methods that the Design for Change students develop will not go to waste, according to Möl-
lenkamp and Bang, since they can be adapted to suit the current practices used in fashion 
production. And it is Möllenkamp who notes that in this moment of adaptation, students 
“become future designers, who are able to motivate change” (Möllenkamp, 2016, Interview). 
Möllenkamp adds that students at Kolding Design School are encouraged to practice fash-
ion with a clear idea of what their core values are, and this same approach is applied to the 
staff teaching philosophy. Meeting students eye to eye is key to the way that Möllenkamp 
encourages fashion to be taught at Kolding, and she emphasises that the instructors consid-
er themselves as designers, not educators, teaching from the perspective that as designers 
“we are teaching future designers. It is very mutual” (Möllenkamp, 2016, Interview).
When asked about the final aspirations held by students walking away from the Design for 
Change course, Möllenkamp replied that she hoped that students felt as though they had 
developed the relevant tools to equip them for work within a “fashion system that is very 
much under pressure right now” (2016, Interview). Discussing her role and what she sees as 
her duty to the students as both a teacher and head of the school, she explained that “our 
education is occupied with providing students with the possibility to react a changing soci-
ety, by equipping them with the tools and methods to do so” (Interview, 2016). In the inter-
view, Möllenkamp noted that the school’s priority is to discuss current environmental and 
social issues within their courses, that there is a particular emphasis on integrating educa-
tion for sustainability into all courses. Talking to the educators involved with the Design for 
Change course at Kolding, one felt a sense of optimism combined with candid realism. Both 
Bang and Möllenkamp believe that the fashion industry is on the cusp of transformation. 
Their duty to the students is to prepare them for this change through developing a specific 
skill set that will serve them in their future practice scenarios, whilst also understanding 
that their responsibility is to educate them for the industry of today. These parallel agendas 
serve as the foundation for the content delivered within Design for Change’s nine week cycle.
In reflecting on the state of fashion education, all the interviewees were asked what they felt 
was the greatest aid in developing their teaching practice. For Bang, the small-scale nature 
of Kolding Design School is its most important asset, allowing students to experience a clos-
er relationship with their peers and teachers. In addition, Bang notes that the freedom she 
enjoys in her teaching practice allows her to harness possibilities to work as a change agent. 
She is able to decide what and how to present content, to ensure that she is present for the
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students, able to find the motivation to develop curriculum, adjust the content or work-
shops based on student feedback, and involve students more in the delivery of content. 
This freedom, she claims, inspires and motivates her to work with the students and her col-
leagues to create coursework that is relevant and current (Bang, 2016, Interview).
 California College of the Arts: Lynda Grose
Many of the perspectives on fashion education expressed by the interview participants 
highlighted the complexities associated with delivering education for sustainability, par-
ticularly those that arise within an industry that may not necessarily mirror the skills and 
values students are learning. Designer and educator at California College of the Arts Lynda 
Grose believes that education for sustainability should be the context for fashion design 
education generally, adding that the skills associated with this type of learning would better 
equip students for the challenges associated with working in the fashion industry as it cur-
rently exists (Grose, 2016, Interview). As an example of an existing challenge, Grose refers 
to the effects of climate change on the reliability of cotton fibre, the second most com-
monly produced fibre in the world, “due to increasingly erratic rainfall patterns” (Grose, 
2016, Interview). 
In her article ‘Lynda Grose: Two Decades of Eco-Fashion’, Kirsten Dirksen talks to Grose 
about her experience within the fashion system as a designer and an advocate for using 
fashion as a means of change. Reflecting on her teaching practice, Grose notes that “It is the 
most gratifying thing in the world as a teacher, to be acknowledged by your former student. 
One of the reasons I teach sustainable design is that I want to pass on what I have discovered 
and encourage young designers to develop their own eco guidelines based on their own re-
search and discoveries, to be critical thinkers, and to inspire change in the industry in their 
own way” (Grose quoted by Dirksen, 2008, para. 27). Through educating students about 
contemporary issues confronting textile production, Grose seeks to encourage discussion 
about the future use of garments and how technology might enable designers to ‘harvest’ 
post-consumer textile waste, for example. 
Whilst each of the educators shared a unique perspective which provided insight into their 
own approaches for navigating fashion education for sustainability, some commonalities 
can be drawn from these interviews.  Almost all of the participants talked of how they 
hoped to use their teaching practice to empower change within their students’ thinking. In 
particular, Kolding Design School’s Bang and Möllenkamp discussed their shared belief in 
creating environments that support mutual learning so as to involve students more in the 
delivering of content. This is what Möllenkamp referred to as designers teaching future 
designers about the current and future context of their practice. In addition, Möllenkamp 
and Bang are accompanied by Massey’s Jennifer Whitty in sharing the opinion that their 
role as educators is to equip students with the relevant tools demanded of the industry in its 
current form that Williams adds could be skills beyond the specifics required of a particular 
industry or role, whilst simultaneously preparing them for a different future of practice. In 
response, however, Bang and Grose did reflect that students can feel disconnected from 
what they are learning, as its application in a real-world context can feel distant from their 
education and not immediate in its urgency. Other issues identified by the educators as 
barriers were lack of time, inadequate resources, overwhelming student workload, and the 
commercialisation of fashion education.
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4.4 Perspectives on Teaching Practice
In addition to sharing their perspectives on fashion education and sustainability, these edu-
cators also discussed the advantages and challenges they encounter through their teach-
ing practice, providing insight into what they believe to be effective teaching strategies. 
These insights, combined with additional reflections from these interviewees on the future 
of fashion design and the role of the designer, inform the following section of this Chapter. 
 Massey University: Jennifer Whitty
Fashion designers traditionally operate as “secondary players within a larger system, so that 
they become part of the problem rather than part of the solution” (Whitty, 2015, Interview). 
On the other hand, the art of teaching sustainability as an inherent part of good design 
practice, whilst encouraging students to believe they can be agents of change, is a contem-
porary and in some cases present reality in certain fashion programs such as Whitty’s Fash-
ion Activism: Space Between China (Whitty, 2015, Interview).
In her interview Whitty shared many insights into her own teaching practices, most nota-
bly her thoughts on the role fashion education has in engaging its students with issues of 
sustainability. Whitty expressed the belief that in order for emerging designers to better 
engage with this information, fashion education needs to evolve so that this content is not 
considered an afterthought to the teaching planning process. At the same time, she added 
that offering sustainability studies as non-compulsory subject matter within a course load 
can “reinforce the perception that it [sustainability] is ‘extra’ rather than another part of 
‘good design’.” 
 California College of the Arts: Lynda Grose
When discussing specific methods for teaching practice, Lynda Grose emphasises the in-
valuable contribution her industry-based professional experiences and continued connec-
tions have afforded her teaching. Grose’s work in fashion and sustainability over the past 
two decades has covered many sectors of the industry. Prior to teaching at CCA, her profes-
sional practice included co-founding Esprit’s ‘E Collection’ in the early nineties and devel-
oping pioneering communication materials on viable options for cotton cultivation issues 
with the Sustainable Cotton Project. In addition to teaching, Grose co-authored the book 
Fashion and Sustainability: Design for Change (2012) with Kate Fletcher. Grose explains that 
maintaining active roles in the fashion industry whilst teaching is very important to her, 
as each position expands her outlook and ability to contribute innovative ideas to address 
sustainability issues. 
After analysis of both her published research and the data gathered through the interview 
with Lynda Grose on her professional practice, a clear connection between Grose’s teaching 
practices and the transformative teaching strategies favoured by theorists Taylor and Cran-
ton (2012) has become evident. The attention to individual learner development through 
guidance and facilitation by Grose is clearly visible in her description of key class activi-
ties, environmental contexts, and the setting of goals for her students. Grose emphasized 
on more than one occasion during the interview that she has not been a ‘career educator’, 
instead reiterating that her experience and professional development has taken place in the 
fashion industry. Not having engaged with any formal teaching training, Grose was invited 
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in 1999 to California College of the Arts to teach students about the impact of material choice 
based on her professional fashion design practice, working as an independent designer and 
consultant. Grose has since developed her teaching practice to include a variety of learning 
environments, regular reflective activities and a range of visiting speakers to allow students 
to test their knowledge and develop their own craft in response. Grose adds that she has di-
rected her focus on evolving her curriculum to reflect the changing landscape of the fashion 
industry through incorporating new frameworks, advancements in technology and her own 
developing understanding of fashion and sustainability (Grose, 2016, Interview).
Sustainability is presented at CCA as a platform for fostering innovation; it is embraced 
as an opportunity for students to be highly creative and to question the context of their 
practice (Grose, 2016, Interview). Grose elaborates on this ideal, noting that the attitude of 
the school towards teaching implements this philosophy by challenging students through 
design grounded in real-world problems. This encourages students to explore “a shift in 
culture that has yet to be expressed through fashion.” For example, Grose explains that at 
one point she presented ten briefs to students at the beginning of a semester; this was to act 
as a menu from which students could choose their path for the rest of the course. According 
to Grose, this approach was well received by the students. 
Throughout the interviews, a range of questions was posed to the teachers in order to un-
derstand how they employed a variety of different strategies for teaching fashion design for 
sustainability. One of the overarching questions driving the research was, “How can we, as 
fashion educators, prepare design students for future challenges without educating them 
about the impacts of the current fashion system?” Raising questions such as this helped to 
shed light on the philosophy Grose brings to her teaching practice, one that is intrinsically 
concerned with discussing the local and global implications of fashion design practice. Ac-
cordingly, the CCA teaching practice incorporates field trips to farms and ranches where 
students have the opportunity to put learning into practice through meeting farmers and 
experiencing their working landscape. These trips also include visits to goodwill stores and 
fashion clothing brands to bring the abstract nature of teaching theory to life, giving stu-
dents a chance to ask questions directly and retain information more readily.
This focus on connecting students with real world practices creates a space for them to learn 
outside the classroom and gain different perspectives, which in turn allows them to connect 
with their community and potentially grow their understanding of the implications of their 
practice. With this newly gained understanding of what their impact may be on the wider 
community and having achieved awareness of what challenges they will face as designers in 
the future, students can begin to experiment with using design to problem-solve. 
 4.4.1 Challenges and Advantages
Each educator was also invited to share personal stories of their teaching practices relating 
to the advantages and challenges they have experienced to date in their role as educators of 
sustainability. 
When asked what she identifies as challenging within the educational environment, Dilys 
Williams mentions difficulties she has encountered from students in reaction to the deci-
sion to move away from the learner-centred style of teaching. Williams explains that 
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“students in the UK are paying a lot of money to attend LCF and some of them arrive 
with an expectation, especially at the beginning of their course, to sit down and receive 
something” (Williams, 2016, Interview). Williams states that preferencing a mutual learn-
ing method can also be cause for trouble for some students who expected a learner-centred 
approach. 
Williams discusses how she resolves this challenge within her own teaching practice. When 
particular strategies are met with resistance or challenge, conversations are generated about 
the reasons why certain methods are being used, and the ways which they are congruent 
with sustainability thinking. Beyond this, a broader, more participatory process is woven, 
wherein students are encouraged to reflect on their values, and the ways which these align 
with or are confronted by the materials, theories, or resources being explored. Williams 
maintains that knowledge in isolation is meaningless (Williams, 2016, Interview).
A commonality that arose from most of the educator interview responses was that deliver-
ing content on sustainable fashion practices is not always met with enthusiasm and posi-
tivity from students, that at some moment’s students feel powerless and overwhelmed as 
they uncover the local and global implications of the choices of the fashion designer. This 
negativity can sometimes be met with resistance from students who feel as though hav-
ing chosen a career as a fashion designer in turn makes them responsible for the negative 
elements that come along with theory around sustainability and its relationship with the 
fashion industry. In discussing the negative elements of delivering such content to students, 
Whitty cites preconceived ideas of the aesthetic and making processes involved as the main 
difficulties faced by students. Students can let uninformed ideas of what sustainable fashion 
looks like cloud their vision, resulting in a lack of appreciation for what sustainable fashion 
processes and practices can involve (Whitty, 2015, Interview). Furthermore, Whitty says 
that more assistance from other staff would aid in the learning process, as there had been 
an increase in class sizes and no additional time allotted time to teach the course (12 weeks), 
which can add strain to the schedule. Finally, she states that the learning is often not meas-
urable or immediately evident and thus it can be difficult to justify additional resources and 
assistance. 
When asked to identify the challenging elements of teaching the Design for Change course, 
Bang refers to the unavoidable emotional toll education for sustainability can have on cer-
tain students, and how these reactions can affect the class dynamics. She explains that stu-
dents can come into the classroom with the impression that they will be taught how to 
solve the problem of sustainability, however, this assumption leads to disappointment and 
a sense of overwhelming defeat in some cases, when students learn that there is no im-
mediate fix or solution. This is a common sentiment echoed by many sustainability educa-
tors, and clearly a factor for the educators who were interviewed for this project. However, 
whilst this can be a challenge Bang adds that “when you get to this point of vulnerability, 
you know you have done your job” (Bang, 2016, Interview). Reaching a state of vulnerability 
as a student can indicate the beginning of the journey to understanding the complexity of 
sustainability and its relationship with fashion. This is a pivotal moment in a transformative 
learner’s journey, and often referred to as the ‘disorienting dilemma’ from which students 
can emerge with new insight - if facilitated to do so.
Grose admits that one of the greatest challenges she encounters in her teaching role is the 
way students perceive sustainability, which she considers as distinct from their perception 
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of fashion. Grose admits that it is challenging when students start the course with the opin-
ion that sustainability is too technical or difficult to understand, as it can deter students from 
wanting to learn. However, Grose does confess that the technical language present in certain 
learning material about sustainability can pose a challenge to students for whom English is 
a second language (Grose, 2016, Interview).
Whilst all the aforementioned challenges can seem overwhelming at some points during 
the teaching cycle, especially when they result in a negative shift in morale amongst stu-
dents, the advantages discussed by the educators were the highlight of the interview se-
ries. When Williams discusses the positive experiences she has gained from working within 
fashion education for sustainability, and especially when she offers her view of the impact 
that the Nike Making Project has had on the students, it is easy to be reminded of why teach-
ing sustainability in fashion can be so rewarding. Williams attributes the success of her 
courses to the diversity of the cohort that enters the classroom, each bringing with them 
different cultural, political and economic experiences. This variety in background and life 
experience, Williams notes, offers an “amazing opportunity for all of us to learn from each 
other and contribute to strengthening the conversation” (Williams, 2016, Interview). 
While teaching students about sustainability and its relationship with fashion practice at 
times can cause inner and outer conflict amongst the students, the results yielded by the 
learning journey can be extremely inspiring. In her interview, Whitty discusses in depth the 
ways that her student’s perspectives grow from the myopic, “driven only by the criterion 
of aesthetics, to thinking about the impacts of their decisions.” This eye-opening process 
in the student’s journey involves a shift in their perspective of the fashion industry, as they 
begin to reflect critically on the methods and processes that constitute design practice. This 
process, Whitty notes, encourages them to adopt more informed actions when it comes to 
developing their own practice, which for a teacher can be a rewarding development to be a 
part of (Whitty, 2015, Interview). 
During the interview, Bang expressed gratification when recounting the successful nature 
of the outcomes documented from the Design for Change course. She noted that students 
experience success in many forms, but she specifically observed the enjoyment students ex-
pressed at acquiring skills and techniques. derived during the ‘past’ stage of the course (the 
course had three stages: past, present and future).  Students were encouraged to develop an 
understanding of, and ability in, methods that are no longer commercially used, though 
they were considered new in the eyes of the students, who had never encountered par-
ticular hand working techniques before. Looking to the ‘future’, Bang explained, inspired 
various discussions amongst students who were placed in a group with a textile designer 
and were assigned the task of creating the fabric for the garment in collaboration with the 
members of their teams. This process inturn involved an unpacking  of the various skills of 
each individual, encouraging shared experiences to unfold. The research took a hands-on 
practical approach for the students, who were learning about design and practice and their 
relationship with time whilst concurrently working in a design team and learning how to 
communicate and create as a collective (Bang, 2016, Interview).
From an educational standpoint Grose notes that the advantages of teaching sustainable 
fashion are associated with the “freedom to speculate and test things out” as a teacher at 
CCA, especially within the fashion college. Grose notes that the faculty of which she is part 
is challenging current fashion business models, exploring notions of shared economies and 
collaborative consumption (Grose, 2016, Interview). 
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Whilst most educators’ responses linked the advantages of their teaching practice with stu-
dent related scenarios or outcomes, Grose observes that it is the flexibility she enjoys from 
a governance perspective that affords her the freedom of choice, which is an asset to the 
development of her teaching practice. This freedom allows her to develop curriculum in 
line with her own research and professional practice as a designer and consultant, which in 
turn nurtures the mutual learning journey of both student and educator.
 4.4.2 Future Fashion Practice
Two of the key questions posed to participants that speak explicitly to the future of fashion 
practice were: 1) “What roles do you see as being available for the fashion designer in the future?” and 
2) “What is your long-term hope for a project such as this?” The open-ended nature of these ques-
tions encouraged a breadth in the scope of responses given, which allowed for unexpected 
themes to emerge indicating the importance of adopting more collaborative teaching prac-
tices for fashion design in the midst of significant change. Some teachers also identified the 
ability to learn from their own past practice (as a reflective practice) and continually develop 
and improve on the execution of their ideas.
In response to being asked what they foresee in terms of the impact of the project, CSF’s 
Education for Sustainability Projects Manager Nina Stevenson replied, “we hope that the 
significant developments we have demonstrated can serve as best practice to build upon 
and give us a platform for our forthcoming endeavours. However, we believe that we must 
embrace complexity and change to deal with the ever-evolving challenge of sustainable 
development and behaviour change for an equitable future” (Stevenson, 2015). 
When interviewed about the future of the fashion designer, Jennifer Whitty speculated that 
the jobs yet to establish themselves were those aligned with technological roles as well as 
the fashion service sector. Whitty also foresaw more roles developing for designers as social 
innovators, underlining the importance they will hold in deepening human engagement 
with fashion, that “the person, product and system is ripe for disruption” (Whitty, 2015). 
Whitty shares the view of other sustainable fashion advocates when expressing the need 
for design to act as a catalyst for transformation at a time of increasing complexity; fashion 
design education should require the supporting of higher levels of “synergy in collaborative 
practice” in order to safeguard and strengthen the industry for future practitioners. 
It is within this sense of collective practice that the Kolding Design School believes the 
future of design will thrive. Bang discusses her vision for the future of fashion practice by 
outlining the change in mindset she would like to activate through her own teaching. Bang 
believes that there should be a more liberal approach to how fashion design practice is 
considered, not confining it simply to the industry of fashion (Bang, 2016, Interview). She 
believes the future of fashion practice will promote designers to work across various indus-
tries, increasing their ability to adapt to other disciplines through collaborative work, just as 
is practiced at Kolding Design School.
Similar to Bang, Grose is passionate about emergent roles for fashion designers that con-
tribute to shaping society and culture (Local Wisdom, 2017). Grose emphasises that educat-
ing students about the current state of the fashion industry is important in the sense that it 
provides “a mechanism to provide them with something to push against” - a basis on which 
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they can develop their own design responses (Grose, 2016, Interview). Grose goes on to dis-
cuss the “arch of practice” from which she teaches, explaining that her responsibility as an 
educator is to help students understand “how they could fit within a fashion company in a 
present sense,” whilst also understanding how to imagine what they could do with potential 
models of future fashion (Grose, 2016, Interview). Furthermore, she believes in supporting 
and promoting the creation of new fashion systems that are not dependent on the increased 
sale of individual material units.
Whether the future of fashion practice lies in collaborative endeavours that serve to unite 
disciplines, in technological innovation, or even in contributing to the service sector, it is 
clear these expert educators, pioneering best practice in the field of sustainable fashion 
education, envision a future for fashion designers that contributes to the shaping of our 
community through the forming of new partnerships.
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4.5 Conclusion
The collaborative nature of the four studio projects selected for this study, combined with 
the diverse experiences contributed by the participants (students, mentors, industry part-
ners and educators alike), provides an ideal environment allowing students to challenge 
their perceptions and preconceptions of fashion design and the role of the fashion designer. 
The reflections stimulated by the interview discussions presented in this chapter can be 
drawn on by fashion educators to equip other emerging designers with the tools necessary 
to transform practice and thus sustain the future of the fashion industry. 
As this chapter has illustrated, transformative learning theory and its associated teaching 
strategies are currently being applied globally by educators practising within the field of 
sustainable fashion. Whilst these strategies for delivering a transformative learning experi-
ence may be relatively commonplace practices in neighbouring fields such as architecture, 
they have yet to be consciously explored within and applied to the discipline of fashion. 
Through the explicit connection drawn between the two within this chapter, effective strat-
egies for teaching approached to dealing with sustainability issues in the field of fashion 
have been uncovered, analysed and documented.
In the following chapter, an analysis of the data collected on the student and educator ex-
perience of the four selected studio projects will be presented, with a subsequent discussion 
of the findings that have emerged from a comparison of each of the learning and teach-
ing contexts. From this process, the implications for fashion teaching practice that can be 
drawn from this work will be identified and discussed.
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A SHARED NARRATIVE
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5.1 Introduction
We are faced with an unprecedented and huge learning challenge at every level, in 
which educational policy and practice need to play a pivotal role. How do we ‘reori-
ent our systems of knowledge creation and education’? (Aromer Revi, herein). How 
do we ensure that education for these extraordinary times can manifest a culture of 
critical commitment—engaged enough to make a real difference to social–ecologi-
cal resilience and sustainability but reflexively critical enough to learn from experi-
ence and to keep options open into the future? (Sterling, 2016, p. 212)
Transformative learning education not only benefits from the learner being willing and 
open to change, it also requires the educator to lead by example, conveying open minded-
ness and receptivity to the challenges and experiences that may present themselves dur-
ing the learning journey. Teaching through transformative learning theory “intensifies our 
responsibility to ourselves, and to our students” (Ettling, 2012), as the necessary learning 
environment required to teach for change can stimulate “strong emotional responses from 
students” (Ettling, 2012; Dirkx & Smith, 2009; Gravett & Petersen, 2009; Langan, Sheese, & 
Davidson, 2009). These responses can be both challenging for the educator to manage and 
also a point in the learners journey from which growth can be developed. As demonstrated 
by this study, expanding on a student’s learning experience through fostering their involve-
ment in course design, delivery and evaluation is key to learner engagement and generally 
not prioritised in regard to teaching fashion sustainability. 
This research has shown that an important aspect of transformative learning practice is 
that it encourages students to reflect on their own learning. This potentially valuable insight 
is currently limited to self-reflection and the students are not yet recognised as a primary 
source of information surrounding transformative teaching and learning. The insight pro-
vided by expert teachers who have been interviewed as a part of this study suggests that 
current perspectives of teaching practices within fashion sustainability are predominantly 
based on teacher perception and personal experience without adequate support from in-
dependent qualitative or quantitative data collected from student participants.24  This could 
lead to incorrect assumptions being made about the effectiveness, or otherwise, of trans-
formative teaching methods without corroboration with other practitioners within the field, 
from other disciplines and from the student perspective. In some of the cases examined for 
this research, it was noted by educators that student feedback was collected through quali-
tative data (survey) at the completion of course, with the idea that improvements would be 
made to any future instances of the course based on said feedback. The student’s documen-
tation and reflection on the learning journey was not drawn upon in detail by the inter-
viewees, other than through the recalling of anecdotal accounts. This chapter will present a 
case for reducing assumptions, that result from a lack of reliable data, by developing shared 
methods to evaluate learning experiences from both the teacher and learner perspectives. 
The nature of transformation would also suggest that a longitudinal study would be needed 
to determine the long-term level of transformation that could result from this approach to 
learning and teaching. 
The main themes emanating from real-world examples, perspectives and advice for teach-
ing sustainability in fashion, provide key insights and understanding for how to practice 
transformative fashion teaching. These can be linked to the strategies for transformative 
teaching outlined by Carol Kasworm and Tuere Bowles (2012), presented in
24. While 
the interview 
participants 
provide an 
indication of 
current prac-
tice within 
fashion 
sustainability 
they do not 
represent 
all teaching 
practice with-
in the field of 
fashion and 
textiles.
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the literature review found in Chapter 2. A discussion of the following themes is included 
in this chapter: 
1. The student learning experience
In this section of the chapter, the student learning experience is discussed in order to im-
prove our understanding of the importance of the environment and role of the educator in 
this process. Additionally, the research raises questions about how fashion educators con-
sider student agency, especially in relation to course design.
2. Transformative teaching in sustainable fashion
This second section challenges the assumptions educators make when teaching sustainable 
fashion to understand how fashion education could enhance the quality of the student’s 
learning experience. 
3. A mutual learning journey
The final section of the chapter presents an argument for the revaluation of the educator’s 
role in the learner’s journey by discussing the benefits that co-creating knowledge can have 
for both the educator and learner. In addition, this section questions how a possible lack 
of connection with emerging research within the discipline of education inhibits fashion 
teachers from advancing their studio teaching practice. This section discusses the missed 
opportunities of local wisdom to be a collaborative, multidisciplinary, global fashion educa-
tion project.
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5.2 The Student Learning Experience
The student learning experience is influenced by a variety of factors, a significant number 
of which can be managed by the educator. Consequently, assuming the role of the educator 
in a learner’s journey is accompanied by its own unique responsibilities, of which creating a 
safe and trusting environment to cater for the diversity of needs presented by each learner 
is paramount. From the outset the educator should make explicit the role they intend to 
perform throughout this process, primarily to manage student expectations but addition-
ally to aid in the student’s comprehension of their own role in their learning experience. 
In recent work published concerning the development of student learning experiences 
within tertiary design education, a discussion is evolving around the need for additional 
research and consideration to be given to revising existing pedagogy. The learning envi-
ronment is being acknowledged as a crucial place within which learners, if guided cor-
rectly, can experience freedom to express themselves without judgement, whilst respecting 
others’ ability to do the same. In their study documented in ‘A Wide Lens on Learning..’, 
Kidron et al. (2019) draw on Dewey’s (1916) Democracy and Education to consider the benefits 
of learning communities based on free expression and stress the importance of setting up a 
safe environment in promoting such expression amongst the learning community (p. 741). 
Throughout this paper the need for the redesign of learning spaces as a main driver of edu-
cational change is emphasised as a challenge which has yet to be met, and requires “rigorous 
scholarship to further explore, understand, and guide this phenomenon” (Ellis & Goodyear 
as cited in Kali et al. 2019, p. 739).
In further commenting on the student learning environment, this thesis contends that a 
student’s participation in their own learning process should not be a passive one, where 
they simply listen, take notes, and attempt to absorb information they are fed by a teacher. 
Students look to their teacher as a leader, and the way that course materials are packaged 
and provided to students is dependent on the educator’s teaching style. Expertise or spe-
cialist knowledge of any field, such as sustainable fashion, is gained through the  transfer of 
knowledge within a dialogue between teachers and learners. Again this supports the notion 
that the student’s role in their own learning journey is an active one; an experience sup-
ported through the exchange of information within a safe and trusting environment. As a 
result of this practice, students are encouraged to engage with new experiences or ways of 
working as a means of generating new insight or innovative thinking about more sustain-
able fashion practices. 
A discussion of active learner participation needs to recognise the continued relevance and 
current application of Paulo Freire’s (1968) work on critical pedagogy. In their paper ‘Trans-
formative Learning: From Theory to Practice’ (2019) Landry-Meyer et al. discuss how using 
the method and practice of teaching adult learners (andragogy) to guide pedagogy, helps 
learners to take control of their learning process. This idea of the co-creation of knowledge 
is one that Paulo Freire has discussed in his own work, in which he opposes the banking 
model for education that sees students as empty vessels in need of filling with knowledge. 
Through actively involving students in the teaching and learning process, Landry-Meyer et 
al. discuss how the view of co-creation of knowledge has contributed to the critical pedagogy 
movement founded by Freire, a movement concerned with the activation of learners in the 
building of their own knowledge, wherein “education becomes an act of cognition
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rather than a transmittal of knowledge” (Landry-Meyer, 2019, p. 1). This point not only ac-
knowledges the active role a student should play in their own learning but also encourages 
educators to consider the development of their own knowledge via the sharing of insights 
and skills with their students.
Through a discussion of the student’s learning journey, and through understanding more 
about the importance of the learning environment and role of the educator in this process, 
this research has raised questions about how fashion educators consider student agency, 
especially in relation to course design. Many of the educators interviewed for this research 
commented on the personal assessments that had been made in regard to the projects they 
designed and delivered. However, there was no explicit discussion concerning the formal 
methods for defining a successful student outcome within each course. Whilst these meth-
ods are surely in place at each university, it was not clear how each of these projects was 
improved by integrating student feedback about the course structure using these methods 
for assessing student outcomes. In considering a wide sample of student feedback when de-
signing a new course or developing an existing one, educators are provided with vital infor-
mation about and insight into the learner’s experience of their teaching practice. Using this 
information in conjunction with other professional development tools such as observation, 
peer collaboration and research, facilitates the advancement of fashion teaching practice by 
providing a greater understanding of the learners experience. 
Whilst considering student agency when designing, reflecting and developing coursework, 
and acknowledging the valuable contribution that can be drawn from student feedback, a 
key component of transformative learning theory is dedicated to discussing the assumed 
value in dynamic learning environments, without proper consideration for its effect on 
student inclusivity. What happens if a student cannot cope with the variety in teaching ap-
proaches and environments that is adopted through dynamic teaching? This question im-
plies that student insight and feedback, at the course delivery stage, is crucial in the creation 
of an inclusive, safe and functional learning environment. 
A point that all educators indirectly discussed during interviews was their support for the 
practice of non-static teaching, with consideration for the ability to diversify their approach 
should a student feel excluded by any one format. The importance of dynamic teaching 
styles in transformative teaching practice is currently emerging in recent literature. Hud-
son (2019), in his book Transformative Education for the Second Renaissance favours dynamic 
environments that do not rely on one method of instruction, adding that static teaching 
presents “knowledge to be consumed” which, as he notes, is a style of teaching dominant in 
“historical, classic curriculum” (p.68). Hudson (2019) argues that if you can create a dynamic 
environment that favours the variable nature of learning, students will learn and thrive 
(p.101). 
Participation in each of the Local Wisdom Project’s required flexibility on behalf of the learn-
er as each learning environment varied, in some cases involving international travel, and in 
others a variety of local field trips. Whilst there are documented benefits associated with the 
practice of transformative learning theory, including the positive impact that diversity in 
environment can have on student comprehension (see Chapter 2.5), it could be argued that 
questions remain about the level of inclusivity this practice involves. Whilst these dynamic 
learning environments work for some students, for those who do not respond as well,
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alternative strategies need to be considered in order to achieve an environment in which all 
participants feel secure. Anne Louise Bang shares her observation on this in her interview, 
noting that “we move rooms a lot, which sometimes students find irritating as they can-
not leave their things in one place”. Without adequate consultation with students regarding 
their perspectives on dynamic learning, both in the design phase, during the learning jour-
ney and in a reflective capacity at the conclusion of the course, it is difficult to ascertain what 
is best for each student’s learning process. What may work really well for one cohort, may 
not be beneficial for the next, or even for students within the same course of study.  
The educators interviewed all relied on their own experiences when reflecting on the course 
design and assessments of the effectiveness of their teaching practice. Although educators 
can with some reason assume to ‘know best’ due to the position they hold in the learning 
space, feedback from students and knowledge of their current capabilities, experience and 
learning aims would lead to more informed decisions with a potential to lead to better out-
comes for teachers and students. By taking into consideration the kind of information that 
can be collected from their students regarding their experience of both the teaching and 
learning, and by reflecting on their responsibility within this learning environment, educa-
tors can also benefit from a re-examination of the way their role in the classroom might aid 
in advancing their professional practice. 
Relying on personal experience with course design and knowledge of best practice rather 
than the theory and practice of education can lead to consequences where student needs 
are not fully addressed. As Faerm (2015) notes, “the future classroom will require faculty - 
largely trained as practitioners - to adopt advanced pedagogy skills and deeper awareness 
for student development” (p. 191). Faerm seeks to challenge current ideas about the peda-
gogical preparation for educators, by encouraging a re-evaluation of the role and respon-
sibility of those facilitating the learning experience, and recent literature documents a link 
between student success and high investment in teaching training, evidenced in Finland 
and Singapore (Faerm, 2015, p.191). The adoption of advanced pedagogical skills will both 
enhance student learning and give educators the means to evaluate the contribution that 
students can make to their educational experience.
 Agency, Vulnerability and Values
The following diagram is a visual representation of how student and educator agency, 
through effective communication, can enable participants to safely reach a point of vulner-
ability, which is also the potential space for transformation. 
Fig 1. Illustrating 
the relationship 
between  Agen-
cy, Vulnerability 
and Values
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‘Agency’ refers to both the student and educator experience in the classroom and indicates 
how their ‘capacity to act’ as individuals is stimulated by an environment that acknowledges 
the importance of sharing ‘values’. This point is supported by educator Anne-Louise Bang 
who states that enriching the learner’s journey by delivering sustainability content that en-
gages student values, provides them with an opportunity to develop meaningful tools that 
can be drawn upon throughout their career (Bang, 2016, Interview). It is important for the 
student and educator to embrace their ‘vulnerability’ through the facilitation of honest and 
open communication. This process, whereby openness and honesty allow participants to 
identify and acknowledge their shared values, ideally results in an experience of empower-
ment felt by both parties.
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5.3 Transformative Teaching in Sustainable Fashion
In this study, key observations have been made about the fashion educator’s role within 
a transformative learning journey. When asked what they found to be of the greatest as-
sistance in their responsibilities, almost all of the interview participants placed importance 
on the role their colleagues and their management play in supporting the development of 
their teaching practice. The significance of this observation is that it highlights how the gov-
ernance context can be responsible for promoting freedom of exploration within course 
development. Conversely, it also illuminates how the restriction of time, resources and sup-
port may hamper the development of innovative teaching methods that align with new 
theoretical perspectives. Despite the global diversity, the universal agreement on this point 
illustrates the influence that governance has on the effectiveness of teaching practice. 
In a review of emerging literature on transformative teaching practice, Lanford (2020) has 
discussed the potential for long-term sustainable relationships presented through global 
higher education partnerships. Lanford notes that an environment that promotes both dia-
logue and opportunity for professional growth must be nurtured in order to help individu-
als feel connected within the partnerships they are forming (Lanford, 2020). This point can 
also be applied to the internal partnerships educators have within their own departments. 
Just as the student learning environment is fostered as a place for learners to share, grow 
and cultivate opportunity, so should be the teaching environment and network, in order to 
support the development and advancement of pedagogy in a particular field.
Another idea that has emerged from this research concerns how practitioner-teachers iden-
tify with their roles. Teachers of sustainability in fashion frequently consider themselves 
to be practitioners and, at least in this study, do not commonly identify as educators. Of 
seven interview participants across the four universities included in this research, only two 
identified explicitly as educators when asked to define their roles. When discussing their 
current positions, the remaining five interviewees chose terms such as: designer, researcher, 
practitioner, teaching into the field of fashion. This raises interesting questions about how 
these fashion educators see their role in the classroom and suggests that through this disas-
sociation from their identity as educators, a sense of liberation from traditional models of 
teaching may be significant in the way these teachers communicate their knowledge and 
experience. While the designer/researcher/practitioner may consider this an advantage to 
developing potentially transformative strategies, it could equally be interpreted as a form 
of working in isolation and an approach less informed by pedagogical interests and skills.
Interestingly, Bhukhanwala (2016) has linked the teacher’s sense of professional identity 
with their undertaking a transformative journey much like that of their student’s, stating 
that “teacher identity is not simply an outcome of experience but is the construction cre-
ated through negotiations and sense making of such disconnecting dilemmas. From this 
perspective, transformation underlies the process of becoming; it is in the discontinuity 
of acts, as well in the process of rehearsing and reframing identities of agency and through 
which teachers imagine new possibilities and change” (p. 613). Teachers also undergo some-
thing akin to Deleuze’s process of becoming, the nurturing of transformative experiences, 
which are not dissimilar to the student’s learning journey. Transformative experiences are 
not simply for the educator to instigate and the student to experience; they happen through 
a collaboration between both parties in an environment of mutual learning.
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Many of the key strategies for transformative teaching discussed in this research (see Kas-
worm & Bowles, 2012, and Chapter 2 above), are common practice within the design dis-
ciplines, such as reflective practice, collaboration and skills-based instruction. Methods for 
reflective practice, such as group discussion and writing activities, are strategies that have 
been well documented in teacher education literature (Bhukhanwala, 2016). Through the 
teaching of design thinking Wrigley and Straker (2015) identify that the teaching of design 
thinking is a highly reflective process, encouraging students “to think critically about their 
value; and to reflect consciously and critically on different design approaches” (p.5). This 
reflective and critical approach to design thinking teaching aligns with the transformative 
teaching strategies outlined by Kasworm and Bowles (2012) and presented in this thesis. 
Wrigley and Straker (2015) propose a new model for teaching and learning in Design Think-
ing courses specifically; a model which encourages the adoption of strategies similar to 
those of transformative teaching. Wrigley and Straker also indicate that the teaching strat-
egies put forward in their research, strategies that are significant in engaging fashion stu-
dents and educators in transformative learning experiences, are identified by others as the 
changes that need to be made as education modes shift from teacher-led to learner-based 
(Biggs & Tang as cited by Wrigley & Straker, 2015, p.12).
However, whilst these methods may already be key foundational tools used in other design 
education disciplines, reflection on and discussion about how to harness these strategies to 
motivate change-oriented fashion practice is inadequate. Creative disciplines such as art 
and design are not free from critique, drawing heavily on review, reflective practice and ac-
tion research as methods for generating new knowledge. Educators within these fields also 
bring a wealth of personal and professional knowledge to their teaching practice, experi-
ences that are valued for the insight they shed on the relevant industry landscape. Trans-
formative learning theory encourages the educator to engage with and validate the student’s 
experience of their teaching as well as the prior learning and knowledge of the student. The 
reason for this is that, through a sharing of experiences, more personal and mutual learning 
moments can be generated. 
While the use of transformative teaching strategies can beneficially impact on student 
learning experiences, it is important to add that not all students will necessarily engage with 
these strategies enthusiastically. Student survey participants were asked to elaborate on how 
they felt about values of sustainability in fashion after completing their respective courses, 
from which a small number of students noted that their perspectives were significantly im-
pacted, though the learning left them feeling helpless and in some cases unable to identify 
how they could contribute to change. In the literature on transformative learning, reference 
is made to feelings of despondency that can occur at the beginning of transformative learn-
ing from both the educator and learner; learners often question an approach that requires 
them to take responsibility for their learning, whilst educators can feel discouraged and be 
tempted to revert to old ways of teaching when they meet with resistance from students 
(Mezirow cited by Gravett, 2004, p. 268).
For this reason, it is important that course development concerning fashion sustainability 
embed student feedback from the design to the review stages. In order to prepare for the 
likelihood that there will be some students who feel overwhelmed at the completion of a 
fashion and sustainability course, educators should allow for the implementation of robust 
debriefing sessions throughout the duration of the course.25  By being provided with multiple
25. The ben-
eficial nature 
of these 
reflective con-
versations has 
been com-
prehensively 
documented 
in literature, 
and Hale & 
City (2006), 
Maritz & 
Jooste (2011), 
Mackenzie 
(2002), Wick-
ers (2010) may 
be consulted 
further. 
129
debriefing sessions throughout the life of the course, students can be assured that they will 
have the opportunity to talk through their learning experiences in a series of facilitated 
discussions, in a safe and supporting environment. These opportunities work to extend 
the strategies outlined by transformative learning theorists by considering the value in ac-
knowledging the student’s voice as well as ways of building on the student/educator rela-
tionship. They also help to develop more comprehensive means for mapping the occur-
rence of transformative experiences. 
Teachers can be expected to learn from their students as well as from colleagues through 
a dialogue about shared experiences. As noted earlier, the idea of the celebrity fashion de-
signer working in isolation and in competition with their peers has recently become a topic 
of debate. Lidewij Edelkoort’s 2014 Manifesto, argues that there is a need for greater conver-
sation with the fashion design student rather than promoting design as something practiced 
in isolation rather than collaboration. Disruption of preconceived ideas about fashion and 
the role of the designer provides the groundwork for future design practice built on and 
through mutual learning environments, a practice that explores the emerging spaces for 
design from both perspectives. Encouraging students to value collaboration with their peers 
and educators also implies the need to review the way educators approach their teaching 
practice, if collaboration is to encourage a sharing of values. At present, the emerging com-
munity of teachers in the area of sustainable fashion is not being sufficiently encouraged 
to develop or innovate education. Instead they generally work in relative isolation, teach-
ing optional course material, sometimes in competition with their peers. That this study is 
the first to see the Local Wisdom Project as an opportunity to understand the possibilities for 
transformative fashion teaching practice is an indication of the disconnection that exists 
within the discipline.
 The Governance Context
The below diagram illustrates the important way that the governance context affects the 
educator’s experience and capacity to act on their learning. 
Fig 2. Illustrating the governance context
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The teachers interviewed noted that the level of freedom they experienced, in regard to 
how the governing entities such as schools, institutes and universities regulate curriculum 
development, aided in encouraging them to embrace a sense of independence, confidence 
and interest in experimentation with student engagement. A key observation was that edu-
cators need to be provided with creative space in order to allow for experimentation and 
development of their ideas, ideas which then are given the chance to further develop when 
applied and practiced within the classroom (Williams, 2016, Interview). Working within an 
environment that affords the freedom to test things out is also considered beneficial from 
an educational standpoint (Grose, 2016, Interview). The greatest impediment to developing 
fashion teaching practice in relation to sustainability is not having the resources or support 
available to assist in the learning process (Whitty, 2015, Interview). These views indicate that 
effective governance, in respect to education for sustainability in fashion, involves encour-
aging educators to experiment with their ideas both inside and outside of the classroom, 
and that this, when coupled with the support from appropriate educational resources in the 
form of funding or additional staff support, can create an environment capable of trans-
forming student thinking.
‘Space for growth / experience’ identifies the scope for transformation and development 
in the learning journey that is a consequence of empowerment. This is a space that is fos-
tered through the mutual learning exchange between educator and student, an exchange 
that relies on both vulnerability to change and identification of personal values through 
communication and collaboration. The development of these environments that empower 
both learners and educators is aided through the cooperation and accommodation of their 
governing institutions.
 The Social and Cultural Context
 
Fig 3. Illustrating the social and cultural context
The second group of ideas outlined in the diagram concern the relationship with the ‘social 
and cultural context.’ The role of this context is informed by teaching practice that ‘anchors 
learning in reality’. This relationship has been illustrated by the educators interviewed who 
emphasised the value of basing their teachings on real world interaction. The precise un-
derstanding and implementation of this practice varied depending on interviewee, how-
ever some examples of teaching practice provided were:
1. Taking students on field trips to meet manufacturers or suppliers, 
2. Engaging students in culturally immersive activities through travel and collaboration 
with foreign schools, 
3. Cultivating discussions between students and key industry stakeholders, 
4. Creating environmental experiences which enact collaborative cross-disciplinary prac-
tices. 
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This research has noted that the effective use of communication can work to connect uni-
versity and industry bodies with students and educators, and in the process form part-
nerships that benefit the interests of all parties. This is not a new concept; it is generally 
acknowledged that strong communication tools are fundamental to effective collaboration. 
However, the research also found that fostering cross-industry partnerships (based on well-
facilitated communication, allowing students to challenge and be challenged) was a key 
teaching strategy used by teachers within the field to help students achieve a shift in their 
perspective on sustainable fashion practice. 
For example, a student from California College of the Arts recounted an instance where 
they felt tested by a situation they experienced while learning about genetically modified 
and organic cotton. This student described how they felt challenged having learnt and re-
searched about the damage associated with the cultivation of GMO (genetically modified 
organism) cotton in class, only to be confronted with a contrary opinion from what they 
deemed to be a ‘trustworthy source’, a scientist advocating for the use of GMOs (Survey 
Question 8, Respondent 2). In this case the student had their beliefs challenged by someone 
they thought would provide clarity on the issue. Situations like these, most effectively when 
facilitated by educators, can be extremely impactful and lead to increased self-reflection. 
Challenging assumptions regarding the roles of student versus professional and the accu-
racy of assumed knowledge in the face of differences in opinion helps students to engage by 
encouraging them to undertake independent research and form their own opinion based 
on the evidence provided (both pro and con). This independence leads to their having the 
conviction of their beliefs and provides them with the sense of agency needed to enact 
change.
Collaboration can also act to benefit the industry side of the relationship. The Nike Making 
Project is a good example of how strong communication between industry collaborators, 
the Nike team, and educators from LCF and CSF as well as the students contributed to the 
successful development of an industry tool, the Nike Making App. The process leading to 
the development of this smartphone application provided Nike with access to an unusual 
combination of skilled individuals: graduates, students, educators, researchers and practi-
tioners who came together to realise an outcome from which they all hoped to gain knowl-
edge, skills and experience. In working through a successful partnership with industry, the 
students can become agents of change ahead of time, before their formal transition from 
education to the workplace, an education that itself can help transform the social or cultural 
context. 
 Evaluating Transformative Teaching Practice
Throughout the interview process conducted for this research, it became clear that the ed-
ucators responding favoured the use of very similar teaching methods. Links have been 
established in previous chapters between these commonalities and strategies for teaching 
transformative learning (See Chapters 2 and 4). What was not as clear was how the educators 
interviewed evaluated the effectiveness of their courses in shifting student thinking about 
fashion practice. A comment made by Jennifer Whitty illustratea this issue: “It is difficult 
to fully ascertain how successful it [Fashion Activism: Space Between China] has been in the 
short term as I think some of the transformations may play out in the future” (Whitty, 2015, 
Interview). This uncertainty indicates that teachers are aware that their claims to provide 
transformative experiences for their students may be limited. Without informed methods
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to measure the success of the project and promote discussion and comparison with other 
teachers within the field, claims for effective change can be premature. In the absence of 
means for assessing the effectiveness of these pedagogical methods, it is difficult for educa-
tors to confirm whether or not these projects have effected a shift in perspective amongst 
their students.
In their chapter ‘Evaluating Transformative Learning’, Patricia Cranton and Chad Hoggan 
(2012) note that “literature is oddly silent on the issue of evaluation of transformative learn-
ing” (p. 527). For this reason, Cranton and Hoggan present a brief overview of methods for 
evaluating transformative learning which include: self-evaluation, interviews, narratives, 
observations, surveys, checklists, journals, metaphor analysis, conceptual mapping and 
arts-based techniques (p. 524-527). The methods are not discussed in depth or presented in 
a format that could be adopted by teachers interested in evaluating their students’ experi-
ences. Instead, they read more as suggestions rather than specific guides for educators, as 
the intention behind Cranton and Hoggan’s overview is to bring attention to the need to re-
flect on how and when educators can and should evaluate transformative learning (p. 532). 
Without the use of appropriate methods for evaluation, educators can only make their own 
assumptions about whether or not the needs of learners are being met, whether a shift in 
perspective has occurred, or whether prior experiences of their learners have been suf-
ficiently acknowledged. Cranton and Hoggan (2012) outline the importance of providing 
educators with guidance to encourage their understanding of the extent to which learners 
are engaging in the process of transformation (p. 532). The research methods adopted here 
— conducting retrospective interviews with participants about their experiences and iden-
tifying resulting themes that relate to the transformative process — provides an example 
of the potential for comparing teaching practices within fashion sustainability to identify 
the potential for transformative experiences. An important point to consider in creating 
an evaluation method is that a clear understanding of the characteristics of transformative 
learning is needed from the outset. 
There were a few factors that contributed to the difficulty in measuring whether these 
courses were successful in this respect. In some cases, the courses were in early develop-
ment, which meant that they had not yet not given the time and support to develop fully. 
This of course places a limitation of the reliance on metrics. Additionally, educators com-
mented that it was nearly impossible to accurately measure the success of their projects as 
they did not adhere to traditional assessment outcomes. The only way to truly gauge the 
effectiveness and success of the project would be to develop a series of feedback sessions, 
including one planned for a few years after the students had exited the program, to deter-
mine whether student perspectives had shifted radically enough to positively impact the 
future course of their fashion practice. In the below illustration it is outlined that the space 
for growth within these courses is also the area of success measurement, and it is here that 
the challenge of understanding what successful learning experiences arising from innova-
tive teaching practice is to be found.
Fig 4. Illustrating Success Measurement
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5.4 A Mutual Learning Journey 
This research demonstrates that a combination of peer support and flexibility prioritised 
by some management teams enables educators to experiment with their delivery and ap-
ply new ways of thinking about fashion education. One of the most emphasised points 
discussed in this chapter is the need for educators to consider the learning experience of 
students, particularly when contemplating course design structure and assessment. Fur-
thermore, the importance of the role of students, in terms of the experience and knowledge 
they can provide the educator, can also be applied to the relationship between the educator 
and their peers. Both the student/educator and the educator/educator relationships should 
be leveraged to enhance the learning experience for all, reiterating the point that the learn-
ing journey is not an experience that is unique to the student. 
In a recent study undertaken at the University of the Arts, London, a similar approach to 
teaching has been adopted in order to learn from art and design teaching. Shreeve and Sims 
(2010) conceived of ‘a kind of teaching’ wherein learning is seen as a partnership through 
which the student experience is central to the teachers concern (p. 125). Shreeve and Sims 
note that this kind of teaching reflects this partnership through encouraging an exchange of 
“ideas, conversation, knowledge and expertise” between student and teacher (p.125). Again, 
these strategies for teaching practice are strongly aligned with the mutual learning methods 
that are prioritised by transformative learning theorists. This approach conceives the learn-
ing journey as an experience shared by both educator and learner, which, as Freire (1968) 
believed, was the foundation  for the co-creation of knowledge, shifting the conception of 
education from the transmittal of knowledge to the act of cognition, in which neither par-
ticipant is a passive recipient.
All educators interviewed for this research noted that they see themselves as learning in 
partnership with their students, a perspective that transformative learning theory encour-
ages. Whether this is an intentional strategy adopted from day one or whether it develops 
as the course progresses is hard to gauge from the interview data. However, what has been 
made clear is that these educators understand that more can be gained by making them-
selves open to learning from, and alongside, their students. Whilst this has proven to be a 
popular method recommended by both educators interviewed and transformative learning 
theorists alike, Dilys Williams raises the additional point, that preferencing mutual learn-
ing can lead to disappointment for some students who prefer a learner-centred approach. 
There will be students who prefer teacher centred learning and feel more comfortable in a 
more passive role. Whilst this approach does not align with transformative teaching prac-
tice, it may be the preference of students who are unfamiliar with a mutual approach to 
learning, and who may not feel comfortable with sharing their own knowledge or experi-
ence with their teachers. For these students, it is important to communicate, at the start of 
the course, how mutually enhanced learning and teaching can be beneficial for them and 
what they might hope to achieve from this educational environment. Again, this relates to 
the importance of managing student expectations of the teaching and learning experience 
that the educator has envisioned for them, and consulting with learners prior to designing 
the course structure to foster an experience that is equitable for all.
The importance of the teacher being open to the possibility of learning from the learner is 
equally important, though there is an added layer of complexity when it comes to defining 
and measuring successful student outcomes within this context. Collaboration is key for
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both student and educator growth, and one educator remarked that although their students 
expressed initial reluctance to work in groups, the outcomes that resulted from the col-
laborative task were very successful. Encouraging students to engage with activities they 
may initially dislike, knowing that they have generated good results in other instances, does 
call into question the extent to which educators consider student agency. Assumed knowl-
edge about what educators understand to be in the best interests of students may not align 
with best teaching practice and even lead to a disconnection between teacher and students. 
Faerm (2015) supports this point, and his own research and teaching practice leads him to 
conclude that the awareness gained from undergraduate students helps to “inform faculty, 
program directors and institutions [on] how to best evolve and deliver fashion design edu-
cation” (p.198).
A key observation drawn from this study is that teachers cannot assume to know better sim-
ply because of their position, and they need to value and even prioritise feedback from their 
students and professional colleagues over their personal beliefs. This partial surrender of 
authority leaves them open to the possibility of delivering a transformative experience by 
acknowledging that the learning journey is not an experience unique to the student. This is 
not to say that the educator cannot facilitate and mentor the journey for the student, though 
there appear to be clear benefits in re-examining the way educators frequently see their role 
within the classroom. Transformative teaching methods need to be applied to teaching as 
well as learning, so that the facilitator of the learning experience, the educator, can guide 
the student’s journey rather than limit its potential learning outcomes through an inflexible 
design and teaching practice.
There are still challenges to overcome when considering how transformative teaching prac-
tices can cater for the diversity of needs presented by learners. However, not relying on 
assumptions made about how teaching should look, and instead prioritising learning from 
and alongside colleagues and students, through a dialogue of shared experiences, is a start. 
In consideration of the benefits and challenges met by the teachers leading the Local Wis-
dom projects, a reassessment of the methods currently used to measure a course’s success 
and their inability to effectively gauge outcomes from education for sustainability should 
become a priority for the discipline. A major challenge will be that the current methods of 
data analysis for student feedback within universities favour the evaluation of acute change, 
whereas the implications are that the changes that this type of teaching tends to develop or 
accumulate take place over a far longer period. A method for evaluating the transformative 
learning experience is needed to provide current educators with the knowledge that might 
motivate them to consider employing such strategies in their own teaching practice. These 
advances should be met with the development of new and diverse methods for evaluating 
teaching practices.
 Collaboration – Communication – Challenge
In addition to prioritising communication skills in the learning experience, anchoring 
learning in reality helps to engage students in collaborative activities, forcing them to prob-
lem solve, communicate and create alongside others (this relationship has been illustrated 
on the adjoining page). Collaboration, combined with effective communication skills, helps 
students to embrace the challenges associated with working with others, including the need 
to accommodate diverse perspectives. During the interview series, educator Jennifer Whitty
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explained how collaborative practice is nurtured and encouraged at the College of Creative 
Arts, especially within their School of Design. She believes it to be essential that students 
experience team work involving varying sized groups in order to be prepared for the in-
dustry (Whitty, 2015, Interview). As a result of this approach, 4 out of the 5 students who 
completed the survey from Massey University noted that participation in Whitty’s course 
had either radically or significantly shifted their view of the fashion industry, which is a sig-
nificant indication of change. Whitty ended the interview by expressing that the long-term 
hope for the course is to achieve a shift in the student’s thinking, “so [that] they are aware 
and empowered to enact change in their future careers as creatives and also that they will 
behave differently as consumers” (Whitty, 2015, Interview).
Fig 5. Illustrating Collaboration, Communication and Challenge
Making sure that students are challenged is an important element in the transformative 
learning journey, used most impactfully when a challenge respectfully engages students 
in providing them the opportunity to fully express themselves. Challenging how a student 
relates to their values, in a respectful and supportive environment, can help stimulate per-
sonal growth and enable new experiences. Challenge in this context also helps students to 
decide which values are important to foster and express through their practice, and which 
have instead been entrenched through questionable cultural or social influences. The com-
parative analysis results indicate that through engaging students in activities that anchor 
learning in reality, issues such as sustainability in fashion become more valuable to them. 
This form of engagement also creates a space in which fashion education itself can be trans-
formed.
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5.5 Conclusion
This chapter identifies the extent to which a range of transformative learning and teach-
ing methods play an important role in shaping, sharing and shifting student and educa-
tor perspectives on issues of sustainability in fashion. The re-evaluation of current fashion 
pedagogy supports a case for the need to advance common approaches to fashion teaching 
practice, from an internal facing, localised exercise to a global, external and collaborative 
endeavour. The use of teaching strategies aligned with transformative learning theory could 
also provide educators with the means to become more aware of their own role and respon-
sibilities within the learning journey. As a result of this awareness, it is hoped that educators 
would seek to expand their knowledge and skills through further investigation of learning 
and teaching strategies that are in line with their own specific teaching practice. The final 
chapter of this thesis calls for further exploration into how educators can collaborate and 
develop strategies for embedding methods to measure the experience of their students, as 
well as how they might expand their knowledge of and reflection on various teaching prac-
tices to achieve improved or innovative course design.
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A REFLEXIVE PROPOSITION
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6.1 Introduction
This concluding chapter will not only present a traditional ‘bookend’ summary of what 
the research has accomplished and established; it will also conclude the thesis with a fi-
nal discussion that seeks to look beyond this research in its current state. Additionally, the 
chapter will discuss the implications of the research presented through a series of reflexive 
propositions designed to inform how this research could be translated into a practical tool 
to encourage any fashion educators interested in experimenting with their own teaching 
practice to do so. Finally, the chapter will conclude with a short discussion of recommenda-
tions to guide further research beyond the scope of this study.
This thesis illustrates, through a study of four pedagogical models for best practice in edu-
cation for sustainability in fashion, how engaging with transformative learning theory and 
its associated teaching strategies can act as a leverage point for shifting outdated and, in im-
portant ways, ineffective patterns for practising fashion education. As a result of a series of 
interviews with expert fashion educators and a survey of fashion students, this research has 
drawn important conclusions regarding the role and responsibility of the fashion educator 
and their potential impact on the future of fashion practice. This thesis contends that the 
insights of transformative learning theory can greatly advance a contemporary approach 
towards fashion education, leading to transformative learning experiences for students and 
educators in the delivery of education for sustainability. In doing so, this work encour-
ages the conceptualisation of fashion education as a collaborative practice between teachers 
and students and involving diverse stakeholders across both fashion institutes and industry 
bodies. 
Combining a variety of methods for collecting and analysing data throughout this research 
project has provided critical insight into the fashion educators’ experience, which in turn 
has illuminated the effect the identified teaching strategies have on fashion design students. 
The study of these key strategies associated with transformative learning theory and out-
lined in Chapters 2 and 5 of this research has been combined with research into existing 
fashion education practices, as well as literature on fashion education for sustainability, 
to inform the creation of a reflexive tool - a propositional framework - to enable teaching 
practitioners to develop their own educational transformative practice methods. The find-
ings that have resulted from the case studies suggest ways for translating transformative 
teaching strategies into current fashion teaching practice, and these findings form the basis 
of the propositions developed from the research.
The research has found that employing transformative teaching strategies in an education-
al context can contribute to the overall effectiveness of students’ understanding of sustain-
ability and contribute to a better understanding of ways to generate change in the fashion 
industry.26  Furthermore, the study concludes that working towards transforming perspec-
tives and encouraging informed practice amongst students requires the educator to adopt a 
specific role within the learners’ journey, namely, to work alongside the student in order to 
create a safe, trusting environment and when necessary challenge ideas and introduce new 
perspectives through partnerships and collaboration. Concurrently this research seeks to 
challenge assumptions of the role the fashion educator and their students can hold and to 
see them instead as working in collaboration with diverse actors to create a transformative 
space for learning and acting.
26. Student 
Online 
Survey 
created for 
this research 
collected 
responses 
from 14 
students, of 
which 57.14% 
responded 
to Question 
7 stating that 
participation 
in the se-
lected course 
helped them 
better under-
stand ways 
of generating 
change in the 
industry. 
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6.2 Why does Fashion need Education? 
A Reflective Discussion of the Transformative Fashion Teaching Practitioner
Education should play an important role in enabling people to live together in ways 
that contribute to sustainable development. However, at present, education often 
contributes to unsustainable living. This can happen through a lack of opportunity 
for learners to question their own lifestyles and the systems and structures that 
promote those lifestyles. It also happens through reproducing unsustainable mod-
els and practices. The recasting of development, therefore, calls for the reorienta-
tion of education towards sustainable development (UNECE, 2012, p.6).
In studying the strategies employed by educators of the four courses selected for analysis, 
transformative teaching has been identified as the methods employed to educate fashion 
students about the ethical and environmental considerations of their practices. Whilst these 
methods were identified as a result of this comparative study, no formal communication of 
these teaching techniques had been shared prior to this research, with educators indepen-
dently developing similar fashion education projects (inspired by the Local Wisdom Project) 
in order to develop pedagogical skills and enhance comprehension of fashion teaching for 
sustainability. 
Perhaps, in response to this observation, the natural question to be asked is, how can the in-
formation generated through this research support the broader community of practition-
ers engaged with and interested in fashion pedagogy? This research could benefit fashion 
practitioners who have an interest in pedagogy but are without any teaching experience 
and thus feel out of their depths in the classroom; alternatively, it could be used by those 
individuals who choose to straddle both creative practice and teaching yet require a guide 
to understand which strategies will best engage their students when dealing with issues of 
ethics, values and design responsibility. Whether it be a personal or professional pursuit 
that motivates the use of this research, its main intention is to encourage educators to lever-
age the community within which they live and work, in order to innovate education in the 
field of sustainability through collaborative teaching and learning alongside their peers and 
students.
Whilst design educators may not explicitly relate their teaching methods to established 
pedagogical theories such as transformative learning theory, effective design education re-
lies on educators understanding their role and its inherent responsibilities. Perhaps this 
understanding could evolve from a consideration for the theoretical context from which 
educators practice?
As Faerm (2015) observes, designing clothes and teaching students are two different skill sets 
(p.1). However, when brought together through inquiry and observation, the two connect 
to create an environment ready to challenge student perspective through critical reflection 
on both their personal and professional values in relation to fashion practice – this is one 
contention of this research.
Whilst models for fashion design education vary from program to program depending on 
their structure and focus, interesting similarities in regard to common teaching practice 
methods have emerged through this research, specifically within the context of education 
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for sustainability. It is from a mix of multiple professional identities (the academic, educa-
tor and practitioner) that the content and curriculum of each fashion program is informed, 
and together these identities influence the student’s learning experience. This research has 
remarked that it is through the acceptance and support of a mutual learning relationship 
between educator and learner that beneficial collaboration and communication is encour-
aged to flourish. 
As a result of the analysis process, the below observations that evolved into findings specific 
to the context of transformative fashion teaching practice have been provided. These are 
not a set of recommendations but more a collection of assessments that seek to define the 
key strategies that are employed by the transformative fashion teaching practitioner. These 
points may as act as prompts for reflection, catalyst points from which a discussion might 
arise about fashion education practice and the role of the fashion educator in the emerging 
fashion designers’ journey. The broader context for these points of reflection is situated in 
the future of fashion practice and thus in the future of the fashion industry. The below im-
age has been created to depict the relationship between the key ideas which have evolved 
from this research. This diagram will be analysed in closer detail in the ensuing discussion 
in order to clarify each point and illustrate and support its position within the larger body 
of ideas that has emerged through the course of the research.
 Fig 1. Diagram of key research ideas and their relationships
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Strategies to reflect upon, with specific reference to the adoption of  transformative fashion 
teaching practice:
 
 Growth
Fig 2. Mapping growth
Growth is achieved through the communication and collaboration between educator and 
student. This growth is enabled through the shared experience of vulnerability and mutual 
learning, both of which at a foundational level are underpinned by a sharing of values - an 
acknowledgement of who you are and what you bring to the learning exchange. Communi-
cation and collaboration can be achieved by updating the curriculum regularly while seek-
ing feedback from students about what has and has not been successful in terms of the cur-
riculum content and teaching methods. Additionally, allowing sufficient space and time to 
recognise students’ prior experiences, which are not solely associated with learning, and the 
value these bring to all participants, can aid in developing knowledge and insight. Students 
do not only bring past learning experiences into the classroom, they also bring their prior 
life experience. This includes perspectives that have been informed by their experience of 
society and culture, but they also include the experiences and perspectives of those closest 
to them (family, friends etc). These perspectives are based on a diversity of values and have 
the ability to produce both discord and harmony in the classroom; regardless, each student 
presents an opportunity for others to learn, whether it be through patience, understanding, 
compromise or facilitated conflict. Customising the learning experience to cater for varied 
learning styles ensures that learners are not being neglected, and it enables their participa-
tion, collaboration and ability to challenge others as well as themselves.  
 Facilitation, underpinned by the ability to accept a position of Vulnerability
Fig 3. Mapping Facilitation 
and Vulnerability
143
This section of the diagram (on the previous page) refers to the shifting of the role of the 
teacher from transmitter to facilitator. This view of the mutual learning experience is dis-
cussed in this research in relation to Paulo Freire‘s (1968) concept of co-creation of knowl-
edge, according to which the sharing of experiences and skills between the educator and 
student are prioritised.
“Teacher trainers should embrace pedagogical practices that shift the role of the 
teacher from a knowledge transmitter to that of a guide/facilitator who engages 
learners through collaborative and individualized learning activities in which the 
teacher is also a learner. They should emphasize the need for the paradigm shift 
in order to influence the trainees to use the same pedagogical practices with their 
prospective learners in future” (Njui, 2017. p 498).
 Collaboration and Communication, underpinned by the sharing of values
Fig 4. Mapping Communication, Collaboration and Values
This section of the diagram speaks to the importance of encouraging critical reflection 
through the discussion and exchanging of ideas and experiences between the educator and 
the student. This reflection is encouraged through a variety of methods, one of which would 
be through fostering collaboration in the classroom by employing activities focussed on 
engaging students in discussion of values and perspectives with their peers, class leaders, 
mentors and industry leaders. Providing students with opportunities from which they can 
learn and develop through questioning themselves and others leads to the development of 
a greater sense of self and purpose. Promoting the importance of communication in the 
design journey is key to the sharing of key ideas and experiences, and education through 
communication is also a likely responsibility of the future designer. Through this process 
students and educators are encouraged to take responsibility for their roles as designers, by 
drawing a connection between their personal values and design practices, and to do so from 
both a local and a global perspective.
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 Context
The highlighted elements of this diagram speak to the diversification of the learning envi-
ronment, which may be facilitated through the inclusion of specialised workshops, industry 
visits, and guest lectures. The expansion of the environment of learning aims to encourage 
students to engage with the greater context of their education through a range of possibili-
ties for participation. Students must feel safe in their learning environment and having a 
variety of tools in place to engage the diverse experiences they bring to the learning envi-
ronment helps to create a sense of safety and security for the learner.
Fig 5. Mapping the context within which these ideas sit
145
6.3 A Propositional Framework
The evaluative framework outlined below has been developed following reflection on the 
study completed for this research. This final section seeks to provide those who are in search 
of a method for assessing their transformative teaching practices, with some suggestions for 
how to evaluate the impact of their teaching. 
This guide has been created to enable more adequate measuring of student participation 
and experience in the evaluation process. All students and teachers participating in the 
course being evaluated should take part in all stages of the evaluation in order to provide 
a comprehensive perspective on the course. The evaluation may take any of the suggested 
forms outlined by Cranton and Hoggan (2012), however, online surveys have proven to 
be very affective for this study, provided that participation can be assured. The responses 
generated from the survey format were honest, detailed and insightful, qualities that can 
be attributed to its anonymity. The evaluation of responses should, for the most part, be 
anonymous to allow for respondents to answer honestly without fear of repercussion. This 
might require that the following stages be evaluated differently, with more or less detail, to 
ensure anonymity.
The evaluation should take place in four stages (minimum):
5. Prior to commencing the course, 
6. Half-way through the duration of the course, 
7. After the course has been completed, 
8. A few months (if not more) after completion of the course. 
By adhering to a similar evaluation structure, while taking into account the difference in 
these stages, participants would be given multiple opportunities to document their per-
spectives throughout the learning process, so that a shift in perspective could be more easily 
ascertained. Mezirow (1991) suggests that we can evaluate only the process of transformative 
learning, not the product (Taylor and Cranton, 2012). Simply questioning students before 
and after each course may well be an accurate measure of student experience, however, it is 
unlikely to take into account the application of any new shift in perspective. Proper evalua-
tion would depend on further points of contact with each student beyond the course’s for-
mal timeline. The questions used for evaluation should seek to determine values and per-
spectives prior to, during and after completion of the course. Additional questions would be 
specific to the individual educator’s requirements in order to grow their teaching practice. 
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6.4 Recommendations for Further Research
Through the process of conducting this research, specific areas of interest identified as sit-
ting beyond the scope of this study have emerged. These areas would benefit greatly from 
further research, to develop our awareness of the impacts of transformative learning theory 
on students’ and teachers’ understanding and practice of sustainable fashion. 
To better understand these implications, research is required to investigate the long-term 
influence that transformative learning and teaching has on both student and educator, be-
yond the initial instance of participation. For this to be achieved, a longitudinal study of 
participant experiences beyond the encounter with transformative teaching is needed, to 
gauge whether a shift in perspective has been achieved and how such shifts might have af-
fected the participants’ future decisions.   
Within this research, it was discovered that most of the teachers interviewed for the study 
did not explicitly identify professionally with the role of educator. The research recom-
mends that further study is undertaken to improve our understanding of the teachers’ 
sense of identity, specifically within fashion education practice, in order to comprehend 
why there is a self-conscious disassociation between the role of the practitioner and that of 
the educator.
Finally, this project has devoted considerable discussion to the inadequacy of the tools cur-
rently available to measure students’ experience of transformative learning and teaching. 
Upon reflection, the student experience of fashion learning is a crucial resource for culti-
vating further knowledge about best practice within fashion pedagogy. This area requires 
greater investigation and would profit from a series of research projects aimed at under-
standing in greater detail the impact of specific transformative strategies for teaching about 
sustainability in fashion, including their effectiveness and their ability to inspire more ethi-
cally and environmentally minded decisions concerning their present and future practice.
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TERMINOLOGY
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Fashion
Represented in both material and nonmaterial contexts, fashion is an expression of current 
collective behaviour representing popular styles at given times. (Daniels,1951; Horn,1968; 
Nystrom, 1928; Lang & Lang, 1961; Sproles, 1974.)
Fashion Design 
The application of ideas and aesthetics in respect to fashion, resulting in concepts that are 
not exclusively defined by but often take the form of a garment.
Fashion Education
The act or process of imparting knowledge, skill and understanding (for the purpose of this 
research, at a tertiary level), in respect to disciplines related to the phenomenon of fashion. 
These can include, but are not limited to, fields such as: design, marketing, business, history, 
professional practice, production etc.
Fashion Practice
The measures and methods undertaken to realize a fashion orientated project or task. “An 
open, temporarily unfolding nexus of orientated action” (Robinson, 2101, p.3).
Sustainability
Sustainability describes the “rethinking and reframing [of] basic ideas about life itself” 
(Lange, 2012, p.197). 
Sustainable Fashion Design
Designing with regard for the ethical and environmental, global and local, implications of 
fashion practice.
Transformation
Transformation occurs when there is a “shift in the way we view the world and its systems...” 
(Meadows, 2012). 
Transformative Fashion Practice
Tranformative Fashion Practice’s focuses on generative, thriving forms of fashion practice. 
It is a practice that has moved beyond ideas of sustaining itself for the present or near future 
and is instead focused on the ability to develop as thriving. Transformative Fashion Practice 
seeks to align itself with the values and responsibilities of the fashion designer, with a focus 
on communication, collaboration and facilitation. 
Transformative Fashion Teaching Practice27 
Teaching practices within the domain of fashion education that embody the key underpin-
nings of transformative learning theory at their core, seeking to create learning environ-
ments that empower students with the tools to critically reflect upon their perspective of the 
fashion industry and practices, emphasizing the practice of collaboration and communica-
tion throughout the creative process.
27. Read 
more about 
Transforma-
tive Fashion 
Teaching 
Practitioners 
in 1.2.2 The 
Role of The 
Future Fashion 
Designer
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